University of Wollongong

Research Online
University of Wollongong Thesis Collection

University of Wollongong Thesis Collections

2013

West African drumming rhythms in contemporary
piano music
Katrina Love
University of Wollongong

Recommended Citation
Love, Katrina, West African drumming rhythms in contemporary piano music, Master of Creative Arts - Research thesis, School of
Creative Arts, University of Wollongong, 2013. http://ro.uow.edu.au/theses/3974

Research Online is the open access institutional repository for the
University of Wollongong. For further information contact the UOW
Library: research-pubs@uow.edu.au

West African Drumming Rhythms in
Contemporary Piano Music
A thesis submitted in partial fulfilment of the
requirements for the award of the degree

Master of Creative Arts - Research
from
University of Wollongong
by
Katrina Love
B.Mus.Ed, Grad.Cert.Mus.Tech, L.Mus.A, A.Mus.A, A.Y.M.F

School of Creative Arts
March 2013

CERTIFICATION

I, Katrina Love, declare that this thesis, submitted in partial fulfilment of the
requirements for the award of Master of Creative Arts - Research, in the faculty of
Creative Arts, University of Wollongong, is wholly my own work unless otherwise
referenced or acknowledged. The document has not been submitted for qualifications at
any other academic institution.

Katrina Love

March 2013

ii

ACKNOWLEDGEMENTS

Thanks are due to Dr Michael Barkl for encouraging me to formulate a project that
would combine my passion for African Drumming with my interests in composition,
performance, recording and publishing. I hope that these compositions will provide both
enjoyment and opportunities for many young pianists to experience traditional West
African drum rhythms in a new light.

I am grateful to Dr Stephen Ingham, Dr Houston Dunleavy, and particularly Dr Michael
Barkl for their roles and guidance as supervisors along the way.

Thanks also to my partner, David Evans who has encouraged me to pursue my interests
in this project.

Finally, thanks are due to the Kusun Group for their hospitality whilst I studied with
them in Ghana and for sharing their wonderful traditions with me. Thank you also to my
drum teachers: Nii Tettey Tetteh in Ghana and Mamady Keita, Sibo, Hamanah and
Epizo Bangoura in Australia.

iii

To the children I met in Africa for showing me what is
truly important in this lifetime.

iv

TABLE OF CONTENTS
CERTIFICATION

ii

ACKNOWLEDGEMENTS

iii

DEDICATION

iv

LIST OF FIGURES

viii

LIST OF TABLES

xix

ATTACHMENTS List of Tracks on CD Recording

xx

ABSTRACT

xxiii

CHAPTER 1 Introduction
1.1

Rationale for the Project

1

1.2

Recording Process

3

1.3

Scoring Process

5

CHAPTER 2 Literature Review

6

2.1

Prologue

6

2.1.1

Australasian Piano Music

6

2.1.2

West African Drums

7

2.1.3

African Pianism

10

2.1.4

African Music Research

12

2.1.5

Educational Piano Music

14

2.1.6

African inspired Music

14

2.1.7

African Educational Material

14

2.1.8

Summary

16

v

CHAPTER 3 Yankadi

17

3.1

Prologue

17

3.2

Analysis

17

3.3

Performance

18

CHAPTER 4 Macru

24

4.1

Prologue

24

4.2

Analysis

24

4.3

Performance

33

CHAPTER 5 Koteba

37

5.1

Prologue

37

5.2

Analysis

37

5.3

Performance

49

CHAPTER 6 Woima

54

6.1

Prologue

54

6.2

Analysis

54

6.3

Performance

63

CHAPTER 7 Sungurunbanin

67

7.1

Prologue

67

7.2

Analysis

67

7.3

Performance

76

CHAPTER 8 Kpatsa

80

8.1

Prologue

80

8.2

Analysis

80

8.3

Performance

95

vi

CHAPTER 9 Kpanlogo

102

9.1

Prologue

102

9.2

Analysis

102

9.2.1

Introduction

103

9.2.2

Section One

105

9.2.3

Section Two

108

9.2.4

Section Three

110

9.2.5

Section Four

112

9.2.6

Section Five

114

9.2.7

Section Six

117

9.2.8

Section Seven

118

9.2.9

Section Eight

119

9.2.10 Coda

121

9.3

126

Performance

CHAPTER 10 Drumming

135

10.1

Prologue

135

10.2

Analysis

135

10.3

Performance

142

CHAPTER 11 Conclusions

144

11.1

Prologue

144

11.2

Tonal Centres, Key and Time Signatures

144

11.3

Scales and Modes

145

11.4

Harmony

146

11.5

Tempo and Rhythm

147

11.6

Structure

147
vii

11.7

Synthesis of the four roles

148!

BIBLIOGRAPHY

152

Books

152

Journals

155

Thesis

156

Music Scores

156

Music Recordings

156

DVD

157

Pictorial Images

157

WWW Discussion List Messages

159

WWW Documents and Pages

160

APPENDICES

161

APPENDIX A:

Pictorial Representation of a Djembe

161

APPENDIX B:

Pictorial Representation of the Doundounba, Kenkeni
and Sangban

162

APPENDIX C:

Pictorial Representation of the Atoke (Banana Bell)

163

APPENDIX D:

Pictorial Representation of the Gankoqui Double Bell

164

APPENDIX E:

Pictorial Representation of the Grello

165

APPENDIX F:

Pictorial Representation of the Kpanlogo

166

APPENDIX G:

Map of West Africa depicting various tribes/people
referenced in this thesis

167

APPENDIX H:

Pictorial Representations of part of the African Drumming
Ensemble at Wollongong TAFE
168

APPENDIX I:

Pictorial Representation of Note Names and Midi
Keyboard Numbers

169

Pictorial Representation of the XY Coincident Pairing
Technique

170

APPENDIX J:

viii

APPENDIX K:

Email Correspondence from Teachers and Examining
Colleagues

171

APPENDIX L:

Email Correspondence from Rainer Polak and Jo Kaiat

172

APPENDIX M:

Preliminary Research concerning indigenous African
composers: Nkeiru Okoye, Halim El-Dabh and Isak Roux 175

ix

LIST OF FIGURES
Figure 1

Djembe1 accompaniment pattern from Yankadi

17

Figure 2

Second half of the Djembefola’s traditional Call from Yankadi

18

Figure 3

Aeolian mode on A

19

Figure 4

Djembe rhythm 1 transcribed for left hand for piano, bars 1-8

19

Figure 5

End of the Djembefola’s Call transcribed for piano, bars 13-20

20

Figure 6

Complete score for piano solo ‘Yankadi’ – A Study for Left Hand 23

Figure 7

Djembefola’s Traditional rhythmic Call from Macru

25

Figure 8

Djembefola’s Call transcribed for piano, bars 1-14

27

Figure 9

Six-note scale

28

Figure 10

Traditional Doundounba pattern from Macru

28

Figure 11

Doundounba’s pattern transcribed for piano, bars 15-18

29

Figure 12

Traditional Djembe 1 accompaniment pattern from Macru

29

Figure 13

Djembe 1 accompaniment pattern transcribed for piano,
bars 16-17

30

Djembe 1 and Doundounba patterns transcribed for piano,
Section B

30

Figure 15

Traditional Djembe 3 accompaniment pattern from Macru

31

Figure 16

Traditional Djembe 3 accompaniment pattern transcribed for
piano, bars 37-38

31

Figure 14

x

Figure 17

First Bar of Djembe 3 accompaniment pattern transcribed for
piano, Bar 39

32

Final two bars of traditional Djembefola’s Call transcribed for
piano, bars 13-14

32

Final two bars of Djembefola’s Call transcribed for piano,
bars 43-44

33

Figure 20

Complete score for piano solo of ‘Macru’

35

Figure 21

Traditional Djembefola’s Call from Koteba.

38

Figure 22

Traditional Djembefola’s Call transcribed for piano, bars 1-4

38

Figure 23

Original six-note chromatic motif in bar 1.

39

Figure 24

Subject’s final appearance in bars 13-15

40

Figure 25

Altered subject in right hand, bars 5-8

40

Figure 26

Traditional Djembefola’s Call transcribed for piano, bars 5-8

40

Figure 27

Traditional Djembefola’s Call transcribed for piano, bars 9-12

41

Figure 28

Melodic changes to left hand subject, bars 11-12

42

Figure 29

Melodic changes to the right hand subject, bars 13-15.

42

Figure 30

Melodic changes to left and right hand subjects, bars 13-15

43

Figure 31

Traditional dancer’s solo rhythm played by Djembefola,
bars 16-29

44

First section of the traditional dancer’s solo rhythm
transcribed for piano, bars 16-22

45

Second section of the traditional dancer’s solo rhythm
transcribed for piano, bars 23-29

46

Figure 34

Modulation to C# minor bars 30-37: a restatement of bars 1-8

46

Figure 35

Modulation to C# minor bars 38-41: a restatement of bars 13-15

47

Figure 36

Modulation to C# minor bars 42-45: a restatement of bars 1-4

48

Figure 37

F Aeolian scale used for the A Section, bars 1-15

48

Figure 38

Db major scale used for bars 16-22 in the B Section

48

Figure 18

Figure 19

Figure 32

Figure 33

xi

Figure 39

Six-note scale used for bars 23-29 in the B Section

49

Figure 40

C# Aeolian scale used for bars 30-45 in the A2 Section

49

Figure 41

Complete score for piano solo of ‘Koteba’

51

Figure 42

Traditional Doundounba accompaniment rhythm from Woima

55

Figure 43

Augmented Doundounba accompaniment rhythm from Woima.

55

Figure 44

Augmented Doundounba rhythm transcribed for piano, bars 1-3

56

Figure 45

Augmented Doundounba rhythm transcribed for piano, bars 4-7

57

Figure 46

Augmented Doundounba rhythm transcribed for piano, bars 8-11 57

Figure 47

Traditional Kenkeni accompaniment rhythm from Woima

57

Figure 48

Augmented Kenkeni accompaniment rhythm from Woima

58

Figure 49

Traditional Djembe 2 accompaniment rhythm from Woima

59

Figure 50

Augmented Djembe 2 accompaniment rhythm from Woima

59

Figure 51

Augmented Djembe 2 rhythm transcribed for piano

60

Figure 52

Second section, bars 12 to 19

60

Figure 53

Augmented Doundounba’s translation for bars 4 to 7

61

Figure 54

Augmented Doundounba’s restatement varied in bars 16 to 19

61

Figure 55

Augmented Doundounba’s restatement in bars 20 to 23

62

Figure 56

Coda, bars 24 to 25

62

Figure 57

Four-note scale

63

Figure 58

Seven-note scale

63

Figure 59

Complete score for piano solo ‘Woima’

65

Figure 60

Traditional Djembefola’s Call from Sungurunbanin

68

Figure 61

Traditional Djembefola’s Call in 11/8 time

68

Figure 62

Djembefola’s Call transcribed for piano, bars 1-2

69

xii

Figure 63

Traditional Djembe 1 accompaniment rhythm from
Sungurunbanin

70

Figure 64

Djembe 1 rhythm transcribed for piano, bars 3-4

70

Figure 65

Traditional Djembe 3 accompaniment rhythm

70

Figure 66

Djembe 3 rhythm transcribed for piano, bars 5-6

71

Figure 67

Djembe 3 rhythm transcribed for piano, bars 7-8

71

Figure 68

Djembe 3 rhythm transcribed for piano, bars 9-10

71

Figure 69

Change in rhythmic pattern, bars 11-12

72

Figure 70

Traditional Doundounba and Bell pattern from Sungurunbanin

72

Figure 71

Traditional Doundounba and Bell pattern transcribed for piano,
bars, 13-16

73

New rhythm using the Doundounba and Bell pattern transcribed
for piano, bars 17-18

74

Figure 73

Restatement of the B Section, bars 25-26

75

Figure 74

New rhythm for bar 28 of the Coda

75

Figure 75

Six-note scale

76

Figure 76

Complete Score for piano solo ‘Sungurunbanin’

78

Figure 77

Traditional Djembefola’s Call from Kpatsa

81

Figure 78

Traditional Djembefola’s Call transcribed for piano, bars 1-2

81

Figure 79

Traditional Djembe 2 accompaniment rhythm from Kpatsa

82

Figure 80

Traditional Djembe 2 rhythmic ostinato transcribed for piano

82

Figure 81

Quartal harmonies used in right hand, bars 5-7

83

Figure 82

Traditional Bell pattern from Kpatsa

83

Figure 83

Traditional Bell pattern with augmented rhythmic values
from Kpatsa

83

Augmented Bell pattern transcribed for piano, bar 8

84

Figure 72

Figure 84

xiii

Figure 85

Right hand quartal harmonies in retrograde, bars 9-11

84

Figure 86

Body percussion used for bar 12

85

Figure 87

Traditional dancer’s solo 1 rhythm played by Djembefola
from Kpatsa

85

Traditional dancer’s solo 1 rhythm transcribed for piano,
bars 13-14

85

Figure 89

Traditional Djembefola Call transcribed for piano, bars 15-17

86

Figure 90

Traditional Djembe 1 accompaniment rhythm from Kpatsa

87

Figure 91

Traditional Djembe 1 rhythmic ostinato transcribed for piano

87

Figure 92

Quartal harmonies used in right hand, bars 17-23

87

Figure 93

Traditional dancer’s solo 3 rhythm played by Djembefola
from Kpatsa

88

Traditional dancer’s solo 3 rhythm transcribed for piano,
bars 29-31, 33-35

89

Figure 95

Traditional short Call transcribed for piano, bar 32

89

Figure 96

Left hand bars 29-35 from Kpatsa

90

Figure 97

Right hand rhythm Tones extracted from traditional Djembe 1
accompaniment pattern from Kpatsa

91

Tones extracted from Djembe 1 pattern transcribed for piano,
bars 37-38

91

Tones extracted from Djembe 1 pattern transcribed for piano,
bars 42-43

92

Figure 100

Variation on the augmented Bell pattern, bar 44

92

Figure 101

Restatement of right hand, bars 39, 41 and 42

93

Figure 102

Bars 49 and 50: a similar restatement to bars 13 and 14

93

Figure 103

Changes to traditional Djembefola’s Call, bar 51

94

Figure 104

Ten-note scale

94

Figure 105

Gb major pentatonic scale beginning on Db

94

Figure 88

Figure 94

Figure 98

Figure 99

xiv

Figure 106

Db chromatic scale

95

Figure 107

Complete score for piano solo ‘Kpatsa’

97

Figure 108

Traditional Djembefola’s Call from Kpanlogo

104

Figure 109

Traditional Djembefola’s Call transcribed for piano, bar 1

104

Figure 110

Traditional Doundounba and Kenkeni rhythmic pattern
from Kpanlogo

105

Traditional Doundounba and Kenkeni rhythmic pattern
transcribed for piano, bars 2-5

106

Figure 112

Hybrid rhythmic pattern of Djembe 1 and 2 from Kpanlogo

106

Figure 113

Traditional Djembe 2 accompaniment pattern from Kpanlogo

106

Figure 114

Traditional Djembe 1 accompaniment pattern from Kpanlogo

107

Figure 115

Hybrid rhythmic pattern transcribed for piano, bar 2-9

107

Figure 116

Traditional Bell rhythmic pattern from Kpanlogo

108

Figure 117

Traditional Bell rhythmic pattern transcribed for piano, bars 6-9

108

Figure 118

Traditional Doundounba and Kenkeni accompaniment pattern
transcribed for piano, bars 10-13

109

Traditional dancer’s solo 1 Djembefola rhythmic pattern
from Kpanlogo

109

Figure 120

Traditional dancer’s solo 1 transcribed for piano, bars 10-13

110

Figure 121

Traditional Doundounba and Kenkeni rhythmic pattern
transcribed for piano, bars 14-17

111

Figure 122

Hybrid rhythmic pattern transcribed for piano, bar 14-21

111

Figure 123

Traditional Bell rhythmic pattern transcribed for piano,
bars 18-21

112

Traditional Doundounba and Kenkeni accompaniment pattern
transcribed for piano, bars 26-31

112

Traditional dancer’s solo 6 Djembefola rhythmic pattern
from Kpanlogo

113

Figure 111

Figure 119

Figure 124

Figure 125

xv

Figure 126

Traditional dancer’s solo 6 transcribed for piano, bars 26-31

113

Figure 127

Partial statement of Djembefola’s Call transcribed for piano,
bars 31-32

114

Figure 128

Left hand Bb pedalpoint, bar 33

114

Figure 129

Left hand Bb pedalpoint retrograde, bar 35

115

Figure 130

Traditional Djembe 1 accompaniment pattern transcribed for
piano for right hand, bar 33

115

Retrograde of traditional Djembe 1 accompaniment pattern
transcribed for piano, bars 35-36

115

Retrograde of traditional Djembe 1 accompaniment pattern
transcribed for piano, bars 37

116

Figure 133

Traditional Djembefola’s Call transcribed for piano, bar 34

116

Figure 134

Traditional Djembefola’s Call transcribed for left hand, bar 36

116

Figure 135

Traditional Djembefola’s Call transcribed for left hand, bar 37

117

Figure 136

Retrograde of Djembe 1 accompaniment pattern transcribed for
right hand, bars 38-41

117

Traditional Bell rhythmic pattern transcribed for piano,
bars 38-41

118

Figure 138

Traditional dancer’s solo 1 transcribed for piano, bars 42-45

118

Figure 139

Traditional Doundounba and Kenkeni accompaniment pattern
transcribed for piano, bars 42-45

119

Traditional Doundounba and Kenkeni accompaniment pattern
transcribed for piano, bars 46-53

120

Figure 141

Traditional dancer’s solo 6 transcribed for piano, bars 46-53

120

Figure 142

First statement of partial Djembefola’s Call transcribed for piano,
bars 53-54
121

Figure 143

Second statement of partial Djembefola’s Call transcribed for piano,
bar 54
121

Figure 144

Four-note scale

122

Figure 145

Aeolian mode on Eb

122

Figure 131

Figure 132

Figure 137

Figure 140

xvi

Figure 146

Dorian mode on Eb

123

Figure 147

Gb natural minor scale

123

Figure 148

Four-note scale

123

Figure 149

Six-note scale

124

Figure 150

Eleven-note scale

124

Figure 151

Aeolian mode on Bb

124

Figure 152

Dorian mode on Bb

125

Figure 153

Five-note scale

125

Figure 154

Aeolian mode on Bb

125

Figure 155

Four-note scale

126

Figure 156

Complete score for piano solo ‘Kpanlogo’

128

Figure 157

First practise rhythm for Djembe using only Bass strokes

136

Figure 158

First practise rhythm for the Djembe using Bass and Tone
strokes

136

Figure 159

First practise rhythm transcribed for piano, bars 1-2

136

Figure 160

First practise rhythm transcribed for piano, bars 1-6

137

Figure 161

First practise rhythm for Djembe using Slap and Tone strokes

137

Figure 162

First practise rhythm transcribed for piano, bars 8-9

138

Figure 163

First practise rhythm transcribed for piano, bars 8-13

138

Figure 164

Second practise rhythm for Djembe using only Bass strokes

139

Figure 165

Second practise rhythm for Djembe using Bass and Tone strokes

139

Figure 166

Second practise rhythm transcribed for piano, bar 7

140

Figure 167

Second practise rhythm for Djembe using Slap and Tone strokes

140

Figure 168

Second practise rhythm transcribed for piano, bar 14

141

Figure 169

Combination of practise rhythms transcribed for piano, bar 15

141

xvii

Figure 170

Ten-note scale

142

Figure 171

Complete score for piano solo ‘Drumming’

143

xviii

LIST OF TABLES

TABLE 1

Comparison of all piano compositions from the Folio

xix

150

LIST OF TRACKS ON CD RECORDING
01 Audio Example from Figure 1.wav
02 Audio Example from Figure 2.wav
03 Audio Example from Figure 6.wav
04 Audio Example from Figure 7.wav
05 Audio Example from Figure 10.wav
06 Audio Example from Figure 12.wav
07 Audio Example from Figure 15.wav
08 Audio Example from Figure 20.wav
09 Audio Example from Figure 21.wav
10 Audio Example from Figure 31.wav
11 Audio Example from Figure 41.wav
12 Audio Example from Figure 42.wav
13 Audio Example from Figure 43.wav
14 Audio Example from Figure 47.wav
15 Audio Example from Figure 48.wav
16 Audio Example from Figure 49.wav
17 Audio Example from Figure 50.wav
18 Audio Example from Figure 59.wav
19 Audio Example from Figure 60.wav
20 Audio Example from Figure 61.wav
21 Audio Example from Figure 63.wav
22 Audio Example from Figure 65.wav
23 Audio Example from Figure 70.wav

xx

24 Audio Example from Figure 76.wav
25 Audio Example from Figure 77.wav
26 Audio Example from Figure 79.wav
27 Audio Example from Figure 82.wav
28 Audio Example from Figure 83.wav
29 Audio Example from Figure 87.wav
30 Audio Example from Figure 90.wav
31 Audio Example from Figure 93.wav
32 Audio Example from Figure 97.wav
33 Audio Example from Figure 107.wav
34 Audio Example from Figure 108.wav
35 Audio Example from Figure 110.wav
36 Audio Example from Figure 112.wav
37 Audio Example from Figure 113.wav
38 Audio Example from Figure 114.wav
39 Audio Example from Figure 116.wav
40 Audio Example from Figure 119.wav
41 Audio Example from Figure 125.wav
42 Audio Example from Figure 156.wav
43 Audio Example from Figure 157.wav
44 Audio Example from Figure 158.wav
45 Audio Example from Figure 161.wav
46 Audio Example from Figure 164.wav
47 Audio Example from Figure 165.wav

xxi

48 Audio Example from Figure 167.wav
49 Audio Example from Figure 171.wav

xxii

ABSTRACT

The aim of “West African Drumming Rhythms in Contemporary Piano Music” was to
create a coherent overall package containing a folio of original piano compositions
informed by traditional West African drumming rhythms, a CD of their performances
along with examples of the traditional rhythmic sources performed on traditional
African instruments, as well as accompanying original scores at a publishable level. A
total of eight pieces have been composed, seven of which feature literal transcriptions of
traditional West African drumming rhythms. The eighth piece demonstrates
compositional opportunities with free use of drum rhythms and scope for further
exploration. All compositions have been analysed and have accompanying performance
notes.
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CHAPTER 1
!

!

!

!

!

!

Introduction

1.1

Rationale for the Project

The purpose of undertaking this project was to further develop myself as a multifaceted
artist: composer, performer, sound engineer and piano examiner of contemporary piano
music. The methodology for this project has a tripartite approach where I can be the
composer, performer and distributor of for even wider performance.
As a composer I have set myself a challenge to construct compositions that
utilise only traditional West African drumming patterns representational of a single
Dance or Ceremony. Within the composition I have used precise articulation such as
phrasing, accents and staccato passages to show how the rhythm would be played on the
instrument it is to emulate. The result is a contribution to contemporary piano music
that is not Eurocentric.
In the area of performance I have endeavoured to replicate the nuances notated
on the scores in live piano performance. The performance process has also allowed me
the opportunity to more accurately assess the appropriate grade or level for each piece.1

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
1

In 2009–2010 I was part of the Syllabus Development Committee for the Australian Music
Examinations Board’s Piano for Leisure Series 3. This involved perusing an extensive volume of music
to finally grade and select a broad range of music for the new Preliminary to Grade 7 Piano for Leisure
Series 3 examination books to be printed. It became apparent that up until that point in time there was no
music representing traditional African culture or composers for any of the grades.

!

"!

In the process of performance I have recorded my live performances of these
compositions utilising my technology skills,2 with the view to distributing my work for
a wider performance audience.
As an AMEB Piano examiner3 and educator, it is apparent that there is very little
music that represents traditional African culture or composers. Through the community
network of music teachers I hope that this collection of pieces may be considered for
future examination lists or free-choice examination options and deemed both enjoyable
and challenging by other pianists who may wish to play them in their homes.
I have undertaken private tuition in West African Drumming since February
2006 with teachers in Australia: Sibo Bangoura, Epizo Bangoura and Mamady Keita. In
October 2007, I spent two months in the village of Nungua, Ghana, West Africa,
intensively studying traditional West African Drumming Ensemble Music with master
drummer Nii Tettey Tetteh and the other musicians from the Kusun Group.4
This training gave me the skills and knowledge to establish an African
Drumming Ensemble at TAFE NSW, Wollongong Campus.5 It has been a formative
creative experience teaching these students traditional West African drumming rhythms
and hearing them performed on campus each year: teaching and performing on both
piano and African drums has led to an interest in their synthesis.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
2

I completed a Graduate Certificate in Music Technology through the University of Newcastle. From
2006 to the present I have been lecturing in Sound Engineering to TAFE students in the Certificate III,
IV, Diploma and Advanced Diploma of Music courses.
3
As an AMEB Piano examiner (2002 to the present) I receive requests from teachers and students alike
who are looking for new types of piano music. Anecdotal evidence indicates there is a definite opening in
the ‘market’ for this kind of music.
4
This was a follow up to a study trip to South America, from1999 to 2000, where I spent a year learning
traditional Brazilian pianistic and percussive skills with Alaor Macedo and various tutors at Escola de
Musica, Salvador, Brazil.
5
See Appendix H Pictures of Wollongong TAFE’s African Drumming Ensemble

!
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Initial research for this composition/performance/educator/recording project led
me to indigenous African composers6 who have written for piano. In the published
literature I could find no examples of well-known African composers who have
approached their work in the manner contained in this thesis. Rather, they have taken
the approach that their compositional technique has developed from the European
classical tradition while showing a general African performance style within their piano
works.7
By comparison, a significant aspect of my folio is that, through my engagement
as a performer on the African drums, I have based my creative work on a literal use of
West African Drumming rhythms.

1.2

Recording Process

The Doundounba, Kenkeni and Bell tracks were recorded in the studio at Wollongong
TAFE campus, using the stereo microphone technique XY coincident8 pairing
formation. This particular microphone technique would ensure that the end result would
be a sharper, clearer recorded sound for these instruments. To achieve this result a
matched pair of Rode NT5 microphones were positioned approximately one metre
above the skin of the drums.
The Djembe tracks were recorded at my home studio using the same
microphones in a different configuration. One microphone positioned 40 cm centimetres
above directed toward the skin to pick up the hands on skin sound, whilst

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
6

See Appendix M for preliminary research concerning Indigenous African composers: Nkeiru Okoye,
Halim El-Dabh and Isak Roux.
7
See Appendix M study of some of the most famous examples of contemporary African piano
compositions Dancing in the Rain by Nkeiru Okoye, Soufiane by Halim El-Dabh and Lullaby by Isak
Roux.
8
See Appendix J for pictorial representation of the XY coincident pairing microphone configuration.

!
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the other microphone was positioned at the foot of the drum close to the ground to pick
up the sound coming out from the drum.
The piano solo tracks were recorded on the Yamaha Grand Piano in the
Blackman Auditorium at Meriden School for Girls, Strathfield. The same Rode NT5
microphones were used for this recording. However, the configuration was different
depending on the piece being recorded. For Drumming, Yankadi, Macru, Koteba and
Sungurunbanin one microphone was placed about 50cm above the bass strings towards
the “bell” of the piano with the other microphone about 40cm above the treble strings
just behind the music stand at towards the front of the piano. The lid was open at the
full stick position. For Woima and Kpanlogo the microphone positions were altered to
record the Foot Stomps. One microphone was left inside the piano towards the centre
about 45cm above the strings to capture both the treble and bass sounds. The other
microphone was positioned towards the right foot, about 10cm from the floor near the
stool to pick up the Foot Stomp sounds. The hall had a wooden floor, not carpet, thus
allowing the Foot Stomps to sound.
Finally, Kpatsa required another change in microphone placement to capture the
Hand Claps. The microphone was left inside the piano as per the previous placement.
However the other microphone was placed behind me facing back towards the piano at
my shoulder height to capture the sound of my hands clapping and any general ambient
spill from the piano.
The microphone signal for all of the recorded tracks was sent directly through an
Edirol UA25 USB Audio Capture Box9 to my Apple MacBook Pro running the DAW10
Cubase 6.11 The stereo tracks were recorded at 24 bit and mixed down to CD
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
9

Edirol USB powered Audio Capture Box is an external hardware device that allows the connection of
two microphones simultaneously to a laptop for recording purposes. It acts as the soundcard for the
computer during this process.
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quality 16 Bit 44.1 KHz. Prior to mixing down all tracks were normalised to -3dB so
they would be similar in volume to listen to. Small fade ins and outs were used to limit
any digital popping. For the piano tracks some reverb was added digitally as the piano
was new and had an extremely bright and dry sound. All of the recordings were
performed in one take and treated as a professional performance.

1.3

Scoring Process

The eight compositions, Yankadi, Macru, Koteba, Woima, Sungurunbanin, Kpatsa,
Kpanlogo and Drumming, along with all of the score excerpts have been notated using
the software application Sibelius 6.12 These scores are ready for future publishing, thus
allowing distribution to a wider performance audience.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
10

DAW is an acronym for Digital Audio Workstation
Cubase 6 is a software application produced by Steinberg for musicians who want to primarily record,
mix and edit their own music.
12
Sibelius 6 is a software application produced by Avid Technology used by musicians to professionally
notate their compositions in preparation for publishing.
11
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Literature Review

2.1

Prologue

The purpose of this literature review is to predominantly survey relevant Australasian
piano music and piano music by indigenous African composers. Significant information
pertaining to West African Drums, Drumming rhythms and the concept of African
Pianism is also discussed. For ease of reference the information has been categorised
into seven headings: Australasian Piano Music, West African Drums, African Pianism,
African Music Research, Educational Piano Music, African Inspired Music and African
Educational Music. Included here are only the sources deemed to be useful to this
thesis. The Bibliography holds a complete list of the sources that I have read.

2.1.1 Australasian Piano Music
I have reviewed Australasian Piano Music as this will reflect my context and
target audience. Sitsky’s Australian Piano Music of the Twentieth Century (2005)
served not only as a comprehensive catalogue for Australian piano compositions to
2005, it provided score extracts with brief accompanying analysis of works inspired by
external sources. The composer Hooper Brewster-Jones, for example, wrote a
remarkable series of pieces appropriating various Australian native bird calls exact in
pitch and rhythm before 1923 entitled Bird Call Impressions. Additionally, during the
mid 1920’s he wrote a collection entitled Horse Rhythms that were studies in rhythmic
ostinato and almost Bartokian in style. The relevance of this to my compositions is that
he has taken exact rhythms from another source (in the case of Horse Rhythms) and
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created his own melodic and harmonic material with it. In 1983 Michael Barkl
produced Drumming for Piano, which “brings together Indian Tabla drumming with
Jazz pianism” (Sitsky 2005:230). This composition encourages the performer to think of
the piano as a percussive instrument. In this folio I have used the rhythmic patterns from
West African traditional drumming rhythms and created my own melodic and harmonic
material.
I have used Norton’s Latin Preludes (1990) as an initial model for a comparison
of the grading of piano pieces. The following books were useful in order to compare
and contrast the Latin rhythms that Norton has drawn on for his compositions with the
traditional African rhythms I have used in my compositions: Guerrero’s Latin Sounds
from the Drum Set (1974), McGowan and Pessanha’s Billboard Book of Brazilian
Music – Samba, BossaNova and the Popular Sounds of Brazil (1991), Sulsbruck’s Latin
American Percussion – Rhythms and Rhythm Instruments from Cuba and Brazil (1986)
and Steward’s Musica! The Rhythm of Latin America – Salsa, Rumba, Merengue and
More (1999). I note there is a striking similarity between the Latin 3:2 Clave Bell
pattern and some of the Bell patterns used in West African Drumming Ensembles.

2.1.2 West African Drums
Typically, a traditional West African Drumming Ensemble is used to provide the
driving musical accompaniment for a traditional dance and/or song used in ceremony,
summoning spirits of the ancestors, marking out important segments of life: birth,
childhood, circumcision, puberty, courting, weddings and funerals.
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The Ensemble comprises the Djembefola13 whose role is to Call14 the piece and
mimic the movements of the dancers when they are soloing. He is accompanied by two
or three Djembe players, one to three Dun15 players, and the Bell,16 each with their own
rhythmic ostinato to play throughout the performance.
The Djembe17 is made from a hollowed out tree trunk and covered with the skin
of a goat, which is tensioned with rope to produce four distinct sounds: Bass,18 Tone,19
Slap20 and a Flam.21
Three drums in varying sizes and pitches can also be used, each with their own
Bell. From highest to lowest in pitch and size, these are Kenkeni, Sangban and
Doundounba.22 These three drums are also made from a hollowed out tree trunk, but in
this case are covered with the skin of a cow, which is tensioned with rope and can
generally only produce a single23 pitched sound. These drums can be played
traditionally24 or ballet-style.25
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
13

The Djembefola for the purpose of this thesis will be referred to as the master drummer of the
ensemble. He is the Lead Djembe player who has tightened his drum to be also the loudest Djembe.
Traditionally drummers within the African Drumming Ensemble are only male.
14
The Call is a signal phrase which is a distinct rhythmic pattern varying in length from one to sixteen
bars played by the Djembefola.
15
Dun is the commonplace term used to describe the Kenkeni, Sangban and Doundounba drums and
those who play them.
16
Bell in the context of an African drumming ensemble refers to playing the Atoke, Banana Bell, Grello,
Fishing Bell, Double Bell, Gon Gon or Gankoqui. It is struck with a small metallic stick.
17
See Appendix A for a pictorial representation of the Djembe. This drum is played traditionally using
your hands.
18
The Bass stroke is played in the centre of the Djembe’s skin, using only the palm of the hand with the
fingers curled up slightly away from the drum.
19
The Tone stroke is played on the edge of the drum closest to your body. The four fingers should be
locked together and only your fingers from the crease where your fingers join the palm and the last
knuckle on each finger make contact with the skin of the djembe. For the purpose of this thesis whenever
the term Tone is used it pertains to this particular Djembe technique.
20
The Slap stroke has a sharp sound and is played in a similar position on the Djembe’s skin to the Tone
stroke. It is made by quickly striking the pads of the fingertips onto the drum skin with the four fingers
slightly apart.
21
The Flam uses both hands on the skin of the Djembe. One hand follows the other almost
simultaneously.
22
See Appendix B for a pictorial representation of the Kenkeni, Sangban and Doundounba drums. These
are traditionally played by striking the skin with a wooden stick that varies in thickness depending on the
size of the drum.
23
Slight microtonal variances can be produced the harder the skin is struck and dependent upon the object
used to play it with i.e., hand or stick.
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The Bell has a similar role to that of the Cowbell in Latin American music. In
African ensembles they use the Atoke,26 Grello27 and Gankoqui.28 An Atoke can be tied
to the top of each drum allowing the Dun player to perform polyrhythmically; that is,
the Bell part as well as their individual Dun part. Otherwise, smaller ensemble practice
may consist of a high and low pitched drum, such as Kenkeni and Sangban, Kenkeni
and Doundounba, or just a single low-pitched drum, the Doundounba. There is
generally a separate Bell player who uses the Gankoqui. A Grello may also be used to
provide a Bell pattern. The Bell is generally the driving force and one of the most
important rhythms within the African Drum Ensemble.
Kpanlogo29 drums are sometimes used instead of Djembes, particularly with the
Ga-Adanme30 people from Southern Ghana. Their unique construction using wooden
pegs allows the player to tighten the drum by hitting the pegs in with a mallet or a rock,
thereby tensioning the skin, which allows for pitch differences of up to a tone.
In this folio of compositions I have written a collection of seven pieces
encompassing traditional rhythmic patterns from the Susu tribe in Guinea, the Malinke
group from Northeast Guinea, the Ga people from Southern Ghana and the

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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The drum is laid on its side making both skins on either end of the drum accessible to the performer
with a Bell tied to the drum.
25
All three Duns are played upright by one performer with only one skin accessible. No Bell is used. This
is the set up used in performances with the National Ballets. Three legs are attached to each of the drums,
tied on with rope, which are similar in appearance to a floor tom on a drum kit.
26
The Atoke is also referred to as a Banana Bell due to its shape. It is played with an iron stick. See
Appendix C for a pictorial representation of the Atoke.
27
The Grello is also referred to as a Frikywa or African Castanet. It is played by striking the thumb ring
against a larger ring that is worn on the index finger. See Appendix E for a pictorial representation of the
Grello.
28
Gankoqui is also referred to as a Fishing Bell, Gon Gon or Double Bell as they are commonly used on
the fishing boats and have two distinct pitches. This instrument, like the Atoke, is played with an iron
stick. See Appendix D for a pictorial representation of the Gankoqui.
29
See Appendix F for a pictorial representation of the Kpanlogo drum. This drum is played traditionally
with either the hands or a thin wooden stick.
30
See Appendix G for a map locating the Ga-Adanme people from Southern Ghana, Susu tribe from
Guinea, Malinke group from North East Guinea (also known as the Madinka people) and the Bambana
people from Mali.

!

*!

Bambana people from Mali. The pieces are titled: Yankadi, Macru, Koteba, Woima,
Sungurunbanin, Kpatsa and Kpanlogo. They represent various dances for seduction,
freedom, coming of age, the Fetish Maker, pre-marriage ceremony, social gathering
celebrations and High-Life story.!

2.1.3 African Pianism
According to Linda Burman-Hall in Sadoh’s Intercultural Dimensions in Ayo Bankole’s
Music (2007:52) pianists in Western North Africa appropriate aspects of tonal and
rhythmic features of their local culture. Uzoigwe’s journal article A Cultural Analysis of
Akin Éubàs Musical Works in Odu (1983) explains “African pianism” as an important
term that was coined by Akin Euba in the 1970’s. The assertion is that whilst the piano
is not an Indigenous African instrument it can be easily assimilated, since instruments
such as the Agidigbo (Yoruba Hand Piano), Mbira (Hand Piano in other African
cultures), Balafon (African Xylophone) and Kora (African Harp) are all keyed
instruments.
Euba’s Modern African Music (1993:11) identifies the five features he finds are
required for an African pianistic style:
1) Thematic repetition
2) Borrowing of rhythmical and/or tonal thematic material from African
traditional sources
3) The use of rhythmical and/or tonal motifs which, although not borrowed from
specific traditional sources, are based on traditional idioms
4) Percussive treatment of the piano
5) Making the piano behave like African instruments.
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Chapman Nyaho’s Piano Music of the African Diaspora – the Complete Edition
(2009) is one of the most comprehensive collections of piano scores written by
Indigenous composers from Africa and the African Diaspora. It is graded into three
volumes 1) Early Intermediate, 2) Intermediate and 3) Early Advanced. There are
numerous examples of scores from composers said to be writing in the movement of
African Pianism. However, these compositions show general borrowings of style and
feel without using specific transcriptions of traditional rhythmical material within the
work(s). This collection represents composers who are writing in a European style with
an African flavour. Examples where the music derives its style from an African
instrument are found in Euba’s piano solo Igba Kerin – Awon Abami Eye (Chapman
Nyaho 2009:73-74), which derives its character from the Calabash. Onjeyi’s Ufie III
(2009, 32-35) derives its style from the African wooden Slit Drum. Kwabena Nketia’s
Volta Fantasy (2009, 68-72) reflects the feel of the African Bell from the Anlo-Ewe
people from the Volta region in Ghana, whilst his piano composition Builsa Work Song
(2009, 29-31) reflects the style of dance of the Builsa people from North East Ghana.
Alberga’s piano solo, If the Silver Bird Could Speak (2009, 85-89) has references to
Schoenberg and to rhythmic syncopation used in African music. Euba’s Scenes from
Traditional Life No.1 (2009, 122-124) use cross-rhythmic patterns of 6/8 and 3/4 also
typical in African music. El-Dabh’s composition Soufiane31 has the title of a traditional
West African rhythm but makes no direct rhythmic reference to it.
Gyimah Labi’s 5 Dialects in African Pianism (1994) is the closest example to
how I have approached my composition folio in that he has used quartal harmony,
ostinato figures, pedalpoint, pentatonic scales and modes. His approach, however,
focuses on borrowed folk-like elements from Ghana, particularly in the compositions
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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The score for Soufiane appears in (Chapman Nyaho: 2007, 13)
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Dialects-1 The Hunter’s Song (Labi:1994, 1-9), which is loosely based on a traditional
folk melody and Dialects-5 The Ancients Re-visited (1994, 75-103), which emulates
traditional Akan singing where the “songs begin from a high tessitura and gradually
descend to the lower register” (1994, 74). Dialects-3 Earthbeats (1994, 36-67) is
reflective of “Anlo-Ewe drumming and singing mannerisms” (1994, 35). However,
there are no transcriptions or identifications given in his compositional notes as to any
traditional melodies or drum patterns used in these piano solos. My approach is far
more specific and at a literal level. The compositional techniques I have used in this
thesis are distinct as they use specific traditional rhythms systematically for each piano
composition.

2.1.4 African Music Research
Jones’s Studies in African Music Volumes 1 and 2 (1959) offers a number of details
pertaining to African drumming culture. He asserts the average speed of drumming to
be seven unit beats per second (quavers played at dotted crotchet = 140) and touches on
problems with microtiming for correct notation of these rhythms. Mention of the
musical pitch for each of the drum strokes is made which relates directly to my
compositions where I have assigned particular note(s) to represent the different
sounding strokes. He also emphasises the importance of the Bell (Gankoqui or Atoke)
in deciphering the time signature of a particular drum rhythm. Just as Jones touched on
the importance of microtiming, Polak in his journal article Jenbe Music in Bamako:
Microtiming as Formal Model and Performance Practise (1998) explores this further
including some informative diagrams and explanations.
Locke’s Africa: Ewe, Mande, Dagbamba, Shona, Ba Aka (1996:86) supports the
theory that African Drumming, Dancing and Singing is timed with the reoccurring
!
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musical phrase played on the Iron Bell. Chernoff’s African Rhythm and African
Sensibilty (1979:43) outlines the roles of the various instruments that complete a
traditional Drumming ensemble and also makes the observation that the Bell acts as the
heartbeat.
Not all sources were equally useful. Karolyi’s Traditional African and Oriental
Music (1998) unfortunately lacks depth and the rather small section on African music
has pictures of the common drums used throughout West Africa without their proper
names; instead they have simply been grouped as single or double-headed drums.
Karolyi also makes brash commentary about African musicians being lazy, morally
questionable drunkards who are nevertheless on occasions invaluable to their
community. One valuable point he does make is that women generally do not play the
Drum, with the only exception being during girls’ puberty rites (circumcisions) where
the mature women would partake in the initiate drumming practises.
Ewens’ Africa O-Ye – A Celebration of African Music (1991) provides better
depth and explanation in the Introductory section about African instruments, even using
their proper names and identifying from which exact part of African culture they
originated. Ewens then outlines historic context and the fusion of popular artists that
have emerged in African culture.
Justeen’s Danish Sources for the History of Ghana 1657 – 1735 Volume 1
(2005) provided a comprehensive definition for a Fetish Maker. Language forms and
speech rhythms were explained in Zimmerman’s A Grammatical Sketch of the Akra-or
Ga-Language Volume 2 (1858).
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2.1.5

Educational Piano Music

I examined Bartok’s 153 Progressive piano pieces known as the Mikrokosmos (1987)
for reference to my own graded compositions, noting the various technical challenges
presented within each set.

2.1.6 African Inspired Music
McDonald, in Cross Fertilisation or Cultural Imperialism (1997), questions whether
Fanshawe’s African Sanctus (1977) and Simon’s Graceland (1986) albums are an act
of homage or should be viewed as a “mutant”. Strazullo, in Cross Fertilisation Use or
Abuse (1997), points out that musicians interested in crossover experiments should
possess a strong cultural, practical and theoretical knowledge of the traditions they wish
to experiment with. These are pertinent and relevant issues, but a discussion of
appropriation is beyond the scope of this thesis.
Baraka’s Digging: The Afro-American Soul of American Classical Music (2009)
is in three parts providing short essays, notes, reviews and observations. The fifth essay
entitled Rhythm made references to the importance of African rhythms for
communication from one person to another and to the universe. Baraka went so far as to
claim that African rhythms dominate the world.

2.1.7 African Educational Material
The most valuable resources for this project have been: Billmeier’s Mamady Keita – A
life for the Djembe Traditional rhythms of the Malinke (2007) which provided annotated
rhythms and detailed explanations as to their origin; Adesa Taloi’s Spirit of Ga-Mashie
(2007), Epizo Bangoura’s N’Na nin N’Fa (2007), Sibo Bangoura’s Keyim Ba (2009)
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and Bangourake’s Hamanah Doundounba (2006) of traditional Djembe Ensemble
performance as audio references; as well as Dworsky and Sansby’s How to Play
Djembe – West African Rhythms for Beginners (2000) and Fisher’s DVD The Quick
Guide to Djembe Drumming (2004) which features some perplexing contradictions to
the traditional patterns notated by Billmeier.
Locke’s Drum Gahu: An Introduction to African Rhythm (1998) primarily
discusses Ghanaian drum rhythms and the four Ghanaian rhythmic subsets: Sikyi,
Adowa, Gahu and Akom. These rhythmic patterns are from different regional areas and
discuss the various dance styles that accentuate different parts of the body. Akom
focuses on the movement of the hips, whereas Sikyi features accentuated foot
movements.
The Music of Santeria: Traditional Rhythms of the Bata Drums (1999) by
Amira & Cornelius is essentially a transcription of traditional Bata drum patterns and
also provided an intriguing insight into the Afro Cuban religion that originated in West
Africa with the Yoruba people. Drumming and drum rhythms were responsible for
invoking trances and spirit possession.32 Behague’s Performance Practise:
Ethnomusicological Perspectives (1984) is a collection of five essays by differing
scholars. Number five, Patterns of Candomble Music Performance: An Afro Brazilian
Religious Setting written by Behague (1984, 222-254) draws the same conclusion that
the origins of Yoruba religion as well as spirit possession are derived directly from the
musical rhythms and songs.
!
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In reference to my study trip to Brazil 1999 – 2000, these cross-cultural considerations would be
valuable to explore but are outside the scope of this thesis.
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2.1.8 Summary
The literature review revealed that there was no piano music readily available,
composed by African composers, that took literal transcriptions from traditional
rhythmic patterns from Drumming Ensembles. The notion of literal transcription,
however, was well represented: for example, Australasian composer Brewster – Jones
used native bird calls and horse rhythms to make literal transcriptions for piano.
Models for grading levels were readily available through the a study of
Bartok’s Mikrokosmos and Norton’s Latin Preludes as reference points.
A comprehensive knowledge of instruments comprising a typical West
African Drumming ensemble and their roles within it was gained through scholarly
texts. Examples of African Pianism demonstrated that African composers based their
piano compositions loosely on traditional folk melodies and rhythms; however the
compositional techniques I have used are far more specific and at a literal level. The
most valuable resources, from this point of view, were Billimier’s traditional
transcriptions of the Malinke people’s rhythms, as well as the recorded performances of
various traditional West African Drumming Ensembles featuring Taloi, Bangoura and
Bangourake.
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CHAPTER 3
Yankadi

3.1

Prologue

Yankadi33 is a traditional West African rhythm originating with the Susu tribe34 in the
south west of Guinea. It is known as the dance of seduction. The eligible girls35 and
potential male suitors stand in lines facing one another. Slowly they dance towards one
another with the male placing a scarf on the girl’s chest as a symbol for love.

3.2

Analysis

My composition, ‘Yankadi’ is derived directly by using two of the traditional drum
rhythms36 from Yankadi. The first is one of the accompaniment rhythms, known as
Djembe 1. B represents a Bass stroke, S a Slap stroke; i.e., Bass, Bass, Slap, Bass, Bass,
Slap, Slap. The Audio Example from Figure 1 demonstrates the sound of this rhythmic
pattern using the Bass and Slap strokes on the Djembe.

Figure 1 Djembe1 accompaniment pattern from Yankadi
Audio Example from Figure 1
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 6 for the complete score for piano solo ‘Yankadi’.
See Appendix G for a map locating the Susu tribe from Guinea.
35
The numbers of persons participating in this dance would vary every time it would be performed based
on how many ‘available’ unmarried girls and potential male suitors there were at any given point in time.
36
Both Yankadi and Macru rhythms were taught on the 5th October 2009 at an Intensive Drum Camp at
Bundadgen, NSW, Australia.
34
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The Djembefola’s37 entire Call38 total duration is eight bars. This Call is made at
the very beginning of the piece to signify to the audience, dancers and other drummers
the tempo as well as identifying the piece that is about to be performed as Yankadi.
Traditionally the Call would be made only three times: once at the beginning to start the
piece, half way through to signal the commencement of the dancers’ solos and then
again to conclude the dancers’ solo. This piece is traditionally performed as a set with
Macru.39 Macru immediately follows Yankadi featuring its own unique Call that
signals both a different speed and a change in time signature.
For the second rhythm of my composition, I have used the second half, last four
bars, of the Djembefola’s traditional Call. The traditional Call is 8 bars in total duration.
The Audio Example from Figure 2 demonstrates the sound of this four rhythmic pattern
from the Djembefola’s Call using the Bass and Slap strokes on the Djembe.

Figure 2 Second half of the Djembefola’s traditional Call from Yankadi
Audio Example from Figure 2

The tonal centre for the entire composition is A. The mode that has been used is the
Aeolian on A: A, B, C, D, E, F, G and A; to avoid a sense of western major/minor
tonality.
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Refer to Chapter 2.2 for the definition of a Djembefola
Refer to Chapter 2.2 for the definition of a Call.
39
See Figure 20 for the complete score for piano solo ‘Macru’.
38
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Figure 3 Aeolian mode on A

I have tried to imitate the sounds created on the Djembe by using the same feel and
articulation represented on the drum by directly transcribing the same accents for the
pianist.
Bars 1 to 12, comprise the first or A section of my piece. The left hand plays a
direct transcription of the traditional Djembe 1 rhythmic ostinato pattern.40 The pitches
E341 and G3 have been used to represent the Bass strokes and A3, B3 and C4 to
represent the Slap strokes. B3 and C4 have been used to provide variation after the pitch
association of the Slap function has been established.

Figure 4 Djembe rhythm 1 transcribed for left hand for piano, bars 1-8

From bars 5 to12 there is a direction in the score for the right hand to play over the top
of the left hand. The notes are all semibreves commencing with A2, F2, D2 and then
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 1 for Djembe 1 accompaniment pattern
See Appendix I for Midi notes and numbering guide transcribed to pitches on the keyboard.
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E2. This provides a technical challenge for the pianist interpreting the score as the left
hand is providing the ostinato and the right hand the countermelody.
The middle section, bars 13 to 20, is derived from the second half of the
traditional Djembefola’s Call.42 Traditionally, this Call conveys to the ensemble the
piece that is to be performed, the start of the dancer’s solo section as well as the
conclusion of the solo section. In bars 13 to 20, the function of the Call is to represent
where the rhythm would traditionally be used, in the middle of the piece, to signal to the
dancer(s)43 their solo will commence. Bars 29 to 37, the Call is played again, as it
would traditionally, to indicate the end of the dancers’ solo.

Figure 5 End of the Djembefola’s Call transcribed for piano, bars 13-20

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 2 for second half of Djembefola’s Call
Traditionally, there are only one or two dancers at a time who take a solo in the allocated solo section
of Yankadi.
43
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The pitch material used in this second or B section is as follows. The Slaps have been
represented by A3 in the left hand and A4 and C4 in the right hand. The Basses use the
pitches D3, E3, G3, B3 and C4 in the left hand to provide melodic variance. B3, C4,
D4, E4, G4 and A4 represent the Basses in the right hand. Intervals of major and minor
thirds and sixths, omitting the fifth, are used for harmonic variety44 and to represent the
building of intensity as the dancers’ solo continues. This is also reflected in the dynamic
contrasts made from mezzo forte to forte and then fortissimo.

3.3

Performance

‘Yankadi’ would suit a Grade 1 to 2 student. The following attributes would present the
most technical challenge for the performer:
1) The crossover of the hands that occurs at Bar 5. Visually this can be
confusing as well as the coordination aspects that it presents with the left hand
being the dominant hand and having the constant ostinato.
2) Playing the ostinato and melodic material presented in left hand.
3) The compound quadruple time signature as a large volume of preliminary
piano music is written in simple quadruple time thus making the dotted crotchet
groupings possibly a new experience for some.
4) The accents that occur on the syncopated off beats.
5) The double sixth and third passages in right hand from bars 17 to 20 and
again in bars 33 to 37 which need to be played cleanly, evenly making sure that
both notes are played simultaneously.
6) Attaining the marked tempo, M.M. dotted crotchet = 120.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Appendix M Dancing Barefoot in the Rain for similar use of these intervals.
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The formative aspects of this composition would be that, once the student has
mastered with adequate performance practice the articulation of the left hand ostinato, it
becomes almost trance-like to play as the ostinato pattern is repeated a total of twelve
times in the A section. The four bar theme in the B section, is played by left hand a total
of four times.
The repetition used in this composition could contribute to a faster learning
process as the teacher could break the piece down to deliver to the student in four
smaller exercises:
1) The one bar ostinato pattern in bar 1 played by left hand.
2) The four bar right hand melody from bars 5 to 8.
3) The four bar theme played by left hand, bars 13 to 16.
4) The four bar theme played by right hand, bars 17 to 20.
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Figure 6 Complete score for piano solo Yankadi – A Study for Left Hand
!
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CHAPTER 4
!

Macru

4.1

Prologue

Macru45 is a traditional West African rhythm that, together with Yankadi46 originated
with the Susu tribe in the south west of Guinea. Traditionally, the rhythm Yankadi
precedes this pattern. Whilst the previous dance was performed in two lines, male and
female, in Macru the lines would now dissipate leaving each person to dance freely on
their own. The tempo is traditionally much faster than Yankadi.

4.2

Analysis

My composition, ‘Macru’ is derived from four of the traditional drum rhythms47 from
Macru:
1) The entire Djembe Call played by the Djembefola.48
2) The Doundounba rhythm.
3) Djembe 1 accompaniment pattern.
4) Djembe 3 accompaniment pattern.
The dance that traditionally accompanies the Drumming ensemble for Macru is
structured in four bar phrases. I have used this idea as a template for structuring the
composition.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 20 for the complete score for piano solo ‘Macru’.
See Chapter 3 for Yankadi
47
Macru and Yankadi rhythms and dances were taught on the 5th October 2009 at an Intensive Drum
Camp at Bundadgen, NSW, Australia. I have transcribed these rhythms myself.
48
The Call in this particular dance, signals the beginning and end of the piece, as well as the start and
finish for the dancer’s solo.
46
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The tempo is marked M.M. crotchet = 200, which is traditionally the speed an
African Drumming Ensemble would perform Macru. The preceding piece ‘Yankadi’
had a tempo marking of M.M. dotted crotchet = 120, which traditionally is performed
much slower than ‘Macru’. Both of these piano solos could be performed as a set
reflecting the traditional tempo markings.
Figure 7, is the transcription of the entire traditional Djembefola’s Call. In the
following example TF, represents a new stroke, the Tone Flam,49 B, represents a Bass
stroke and S, a Slap stroke. Audio Example from Figure 7 demonstrates the sounds of
the Tone Flam, Bass and Tone strokes used on the Djembe.

Figure 7 Djembefola’s traditional rhythmic Call from Macru
Audio Example from Figure 7

Bars 1 to 14,50 are based directly on the traditional rhythmic Djembe Call51 that is
performed by the Djembefola to provide a rhythmic signal to the Ensemble of the tempo
to be performed. This represents section A of the piece.
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The Tone Flam technique is where two Tones are played on the Djembe, almost simultaneously with
the first stroke being quieter than the second.
50
See Figure 8 for Djembefola’s Call transcribed for piano bars 1-14 from ‘Macru’.
51
See Figure 7 for the traditional rhythmic pattern used in the Djembefola’s Call
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To transcribe this traditional rhythm to the piano the following considerations have been
made: the Tone Flam appears on the first beat of each bar for bars 1-3, 5-7 and 9-11.
For bars 3, 7 and 11 it appears on both the first and fourth beats of the bar. The Tone
Flam has been represented on the piano by the use of an appoggiatura, as it is played
just before the first crotchet or main beat similarly to that of the sound of the Tone
Flam. For bars 1 to 4, the pitch for the appoggiatura is D#4; in bars 5 to 8 it is C#4, then
in bars 9 to 12, back to D#4. The appoggiature resolve to the first crotchet beat, which
are E4 and A4 in the right hand for the first four bars. The tonal centre is A. For bars 5
to 8, the harmony moves down to G, with the pitch material in right hand down a tone
to D4 and G4. In bars 9 to 12, the harmonic progression moves back to A with a
restatement of the pitch material from bars 1 to 4. The left hand Basses provide a tonic
pedalpoint with a descending octave leap, using the pitch material A2 and A3, in bars 1
to 4 and 9 to 12, then G2 and G3 are used in bars 5 to 8.
Bars 13 and 14 use the exact rhythm from the traditional Djembefola’s Call.
However, the accented Slaps have the pitch set of the tonic note reflected by the
harmonic progression. The first crotchet beat in bar 13, is G2 and G3 one octave apart,
in bar 14, it shifts to A2 and A3 for the first and third beats.
The Tones use the pitches D3 and D4, G3 and G4 and G#3 and G#4 in bar 13,
followed by A3 and A4 then G3 and G4 in bar 14. Hands play in unison an octave apart
to focus more on the rhythmic aspect than the harmonic. This entire section is repeated

!

#'!

again at bars 23 to 36.

Figure 8 Djembefola’s Call transcribed for piano, bars 1-14

The composition ‘Macru’ has a Rondo structure. The A section, bars 1 to 14,
based on the traditional Djembefola’s Call. The B section, bars 15 to 22, uses both the
Djembe 1 and Doundounba accompaniment patterns simultaneously. From bars 23 to
36, there is a restatement of the A section and the piece concludes with the C section,
bars 37 to 44, based on the traditional Djembe 3 accompaniment pattern. The recurring
A section featuring the traditional Djembefola’s Call is representational of how this
would be used within the context of the African Drumming Ensemble to denote the start
or finish of the sections.
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As for ‘Yankadi’, the tonal centre is A. It predominantly uses a 6 note scale A,
B, C, D, E, G, with the absence of the note F. The key signature of A minor is used to
accommodate the ability of the intended performer’s reading52.

Figure 9 Six-note scale

The B section of the piece, Bars 15-22, uses the traditional Djembe 1
accompaniment pattern against the Doundounba pattern. As they are traditionally
performed simultaneously during ensemble performance I have incorporated this
rhythmic feature to create the B section. The Audio Example from Figure 10 presents
the sound of this traditional rhythmic pattern played on the Doundounba.

Figure 10 Traditional Doundounba pattern from Macru
Audio Example from Figure 10

The traditional Doundounba pattern has been transcribed for the piano53 as a two
bar ostinato in the bass clef played by the left hand. It shifts between the ascending
perfect fifths, A2 and E3, G2 and D3 to fit the harmonic progression of A to G54. Each
pattern resolves to the upper tonic note of A3 and G3, then descends one octave for the
three repeated crotchet notes. The octave leap and three repeated notes is similar to the
idea presented in the A section. Traditionally, the Doundounba would play a single note
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 9 Six-note scale
See Figure 11 Doundounba’s pattern transcribed for piano, bars 15-18
54
See Figure 13 Djembe 1 accompaniment pattern transcribed for piano, bars 16-17
53
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for this rhythmic pattern. Once the opening tonic note has been played the ascending
fifth and octave notes are used to provide variance after the pitch association of the
Doundounba function has been established.

Figure 11 Doundounba’s pattern transcribed for piano, bars 15-18

The Djembe 1 accompanies the traditional Doundounba’s rhythmic pattern.
A new stroke is featured in the Djembe 1 accompaniment pattern: the TFB55 Tone Flam
with a Bass stroke. The Audio Example from Figure 12 demonstrates the sound of the
Tone, Bass and Tone Flam with a Bass stroke, techniques on the Djembe.

Figure 12 Traditional Djembe 1 accompaniment pattern from Macru
Audio Example from Figure 12

This rhythmic pattern has been transcribed for piano for the right hand. The
melodic material appears throughout this section both fragmentally and in its entirety. In
bar 16, the pitch material is represented with the Tones C5 and B4, whilst the Basses
use A4 and E4 to support the A minor harmonic progression implied by left hand. In bar
17, the Tones are represented by B4 and A4 and the BTF, G4, in line with the
supporting harmonic progression, suggesting G major. As there are no accented

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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The Tone Flam with a Bass stroke technique on the Djembe involves one hand playing a Tone first,
with the other hand making a Bass sound almost simultaneously.
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rhythmic values in the traditional Djembe 1 accompaniment pattern the notes are played
evenly on the piano to represent this.

Figure 13 Djembe 1 accompaniment pattern transcribed for piano, bars 16-17

From bars 15 to 22,56 the traditional Djembe 1 accompaniment pattern has been used
both in its entirety as well as fragmentally in the right hand against the Doundounba
ostinato pattern in left hand to create Section B.

Figure 14 Djembe 1 and Doundounba patterns transcribed for piano, Section B

In every fourth bar the right hand rhythm concludes with a crotchet rest to mimic the
four bar segments of the traditional Macru dance solos57. The pitch material of bars 15
to18, is repeated a major third higher as a melodic sequence in bars 19 to 22 to create
both melodic and harmonic variety.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 14 for Bars 15-22 of ‘Macru’ score.
When the dancer takes a solo the Djembefola mimics the dancer’s movements with their drum rhythms.
They are performed in four bar phrases with the final beat generally left as a rest.
57

!

$+!

The A section, first stated in bars 1 to 14 is restated from bars 23 to 36.58 The C
and final Section, bars 37 to 44 features predominantly the traditional Djembe 3
accompaniment pattern which is a two bar ostinato using only Bass and Tone strokes.
The Audio Example 15 demonstrates the sound of this pattern on the Djembe.

Figure 15 Traditional Djembe 3 accompaniment pattern from Macru
Audio Example from Figure 15

This rhythmic pattern has been directly transcribed to create the pitch material in
bars 37 to 39 and 41 to 43. The Basses use the pitches E4 in the treble clef and A2 in the
bass clef for bars 37, 38, 41 and 42. Traditionally, the Basses are played on the Djembe
with an accent. This has been transcribed for the piano by using an accent on all of these
particular pitch notes. The first four Tones are represented in pitch by C5 in the treble
and E3 in the bass. The final Tone uses D#4 and G#2 as chromatic passing notes to
allow a smooth shift in harmony from A minor to G major for the next two bar passage.

Figure 16 Traditional Djembe 3 accompaniment pattern transcribed for piano, bars 3738

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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At this point in a traditional performance of Macru by an African Drumming Ensemble, it would signal
the dancers that they are able to move to the centre and take turns in dancing solo.
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Bar 3959 uses the first bar of the traditional Djembe 3 accompaniment pattern
except the pitch material has moved a tone lower from when it appeared in bars 37 and
41. The accented Basses are represented by D4 in the treble and G2 in the Bass and the
Tones, B4 in the treble and D3 in the bass.

Figure 17 First bar of Djembe 3 accompaniment pattern transcribed for piano, bar 39

This piece concludes with a two bar Coda,60 which uses the final two bars previously
stated in bars 13 and 14 of the traditional Djembefola’s Call. The right hand61 uses
second inversion notes: D4, G4, B4 in Bar 43, E4, C5 and B4 for bar 44 to provide
variety and harmonic enhancement.

Figure 18 Final two bars of traditional Djembefola’s Call transcribed for piano,
bars 13-14
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See Figure 17 for the piano score representation of Bar 39
See Figure 18 for the Djembefola’s Call transcribed for piano for the final two bar Coda.
61
See Figure 19 for Bar 44 of the piano score
60
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Figure 19 Final two bars of traditional Djembefola’s Call transcribed for piano, bars 4344

4.3

Performance

‘Macru’ would suit a Grade 2 to 3 student. The following attributes would present
technical challenge for the performer:
1) The accuracy of the octave leaps in both hands at the marked tempo,
M.M. = 200.
2) The precision required to execute the appoggiature in the right hand cleanly
throughout the A sections at the marked tempo.
3) The rhythmic syncopation between the hands throughout the B section, bars
15 to 22, where the Doundounba and the Djembe 1 patterns are creating
polyrhythms.
4) Achieving correct articulation for the C Section, bars 37 to the end, at the
marked tempo.
5) Achieving good balance between the hands throughout so that the dynamics
are adhered to correctly.
Most of the dynamics appear as a block where both hands are at the same level in the A
and C sections. However, even though it is not marked on the score the B section’s
melodic line played by the right hand should be slightly louder in volume than the left
hand.
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As for the preceding composition, ‘Yankadi’, ‘Macru’ could be delivered as
twelve smaller exercises:
1) Right hand bars 1 to 12 of Section A.
2) Left hand of the same section.
3) Hands together for Section A.
4) Unison two bar statement, bars 13 and 14.
5) Left hand rhythm for B section.
6) Right hand rhythm for the same section.
7) Hands together for Section B.
8) Right hand bars 37 to 42 of Section C.
9) Left hand of same section.
10) Hands together for Section C.
11) Learn the new right hand notes for the Coda, bars 45 and 46.
12) Adding the left hand previously learnt in Step 4.
The repetition of phrases would aid the student to master each section in a shorter
duration.
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Figure 20 Complete score for piano solo of ‘Macru’!
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CHAPTER 5

!

Koteba

5.1

Prologue

Koteba62 is a traditional West African rhythm that originated with the Bambana
people63 from Mali. Traditionally, this rhythmic piece is performed as part of a satirical
theatre performance where the characters wear masks to disguise their identity. The
characters perform choreographed dance solos whilst the African Drumming Ensemble
provides the accompaniment.

5.2

Analysis

My composition, ‘Koteba’ is derived from two of the traditional Drumming rhythms64
from Koteba. These two rhythms, the Call and Solo pattern 1 for the dancers, would
traditionally only be performed by the Djembefola. This piano solo represents a
snapshot65 of a traditional performance of Koteba. It has a Ternary structure. The A
section, features the traditional Djembefola’s Call, the B section the traditional rhythmic
pattern used for the dancer’s first solo, followed by a return of the A section, to Call the
dancer’s solo to a close. The traditional tempo would be close to the tempo marking,
M.M. crotchet = 160, used in this piano solo. The piece is written in simple quadruple
time for the most part. However, the final bar in each section is written with a 6/4 time
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See Figure 41 for the complete score for piano solo ‘Koteba’
See Appendix G for a map locating the Bambana people of Mali
64
Koteba was taught to me at an African Drumming Workshop in Milton, NSW, Australia on the 18th
June 2011 by Djembefola, Sibo Bangoura. I have transcribed these traditional rhythmic patterns myself.
65
A traditional performance of Koteba would involve this structure being repeated many times over to
accommodate the number (which can vary each time) of dancers taking a solo.
63
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signature to accommodate the traditional rhythmic patterns.66 The entire A section is a
total of sixteen bars in length and in the key of F minor.
The Djembefola’s traditional Call is based on a four bar phrase that is repeated,
using Bass, Slap and Tone strokes. Audio Example from Figure 21 demonstrates the
sound of this traditional rhythmic pattern played on the Djembe.

Figure 21 Traditional Djembefola’s Call from Koteba.
Audio Example from Figure 21

This traditional rhythmic pattern67 has been transcribed for piano and will be
referred to as the subject whenever it appears as first seen in bars 1 to 4. The rhythmic
pattern has been represented with the following pitch material for the subject. Basses
use F2 only, whilst the Slaps appear always as accented notes, as either F3, Db3, C3 and
B2. The Tones use a much wider range of pitches, E3, Eb3, D3, Db3, C3, Ab2 and G2
to accommodate the chromatic six-note motif.68

Figure 22 Traditional Djembefola’s Call transcribed for piano, bars 1-4

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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These are derived from the transcriptions I made from the lesson with Sibo Bangoura.
See Figure 21 Traditional Djembefola’s Call
68
See Figure 22 Traditional Djembefola’s Call transcribed for piano, bars 1-4
67
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The six-note motif 69 uses a descending chromatic scale, starting on F3, to
represent the subtle decrescendo that occurs when performing the first six notes of the
traditional Djembefola’s Call.70 This motif is an important compositional feature
throughout the A sections.

Figure 23 Original six-note chromatic motif in bar 1

The subject71 appears in the left hand three times: bars 1 to 4, bars 5 to 8 and
finally bars 13 to 15. In the final appearance72 some slight alterations have been made.
Two extra quavers, B2 and Bb2, have been added at bar 13, beat four, replacing the
quaver rest followed by the quaver F2, in beat four, bars 1 and 5. The final bar has been
notated using the time signature 6/4, to accommodate the changes in rhythm and the
flourish of the upbeat leading to the beginning of the B section. The values of the
quavers, F2 and B2, bar 15, beat four, have changed from their previous appearance as
crotchet values in bars 4 and 8, beats one and two. C3, bar 15, beat 5, has been extended
for an extra demisemiquaver beat. Three new demisemiquaver notes, F2, Eb2 and Db2,
then follow, representing the decorative way that the Djembefola would approach the
anticipated Db2 that starts Section B.
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See Figure 23 Original six-note chromatic motif
See Figure 21 Traditional Djembefola’s Call
71
See Figure 22 for subject’s first appearance in bars 1-4.
72
See Figure 24 for subject’s Final appearance in bars 13-15
70
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Figure 24 Subject’s Final appearance in bars 13-15

The right hand in bars 5 to 873 uses an altered subject, commencing with the sixnote chromatic motif a minor tenth higher than the real subject’s entry in left hand. The
exact Djembefola’s Call rhythm has been followed. However, the pitch material has
changed to accommodate the transposed entry. Basses use the pitch Ab3 only, Slaps
still appear as accented notes, Ab4, Eb3, Db3 and D3 and the Tones as G4, Gb4, F4,
Fb4, E4 and Eb4.

Figure 25 Altered subject in right hand, bars 5-8

Bars 5 to 8, clearly states the traditional Djembefola’s Call by translating the rhythmic
pattern stated in both the left and right hands.

Figure 26 Traditional Djembefola’s Call transcribed for piano, bars 5-8
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See Figure 25 Altered subject in right hand
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Bars 9 to 12,74 demonstrate a canonical or fugal treatment, as the right hand
statement enters exactly one crotchet beat after the left hand statement. Both the left and
right hand entries use the traditional rhythmic pattern from the Call. However, both
statements of the subjects have had pitch material altered to allow the partial melodic
transpositions to occur. The pitch that represents the Basses is Ab4, Slaps are
represented by the accented pitches Bb4, G4, F4 and E4 and the Tones are represented
by A4, Ab4, G4, Gb4 and F4. This fugal interplay between the hands can be likened to
the relationship of two dancers performing the same choreographed dance starting at
slightly different times.

Figure 27 Traditional Djembefola’s Call transcribed for piano, bars 9-12

The left hand subject entry, in bars 9 and 10, is a replica of the right hand
statement from bars 5 and 6,75 one octave lower. Bars 11 and 1276 are similar to the
subject in bars 3 and 4, and 7 and 8. However, the following inversions to the melodic
contour have occurred to accommodate easier technical facilitation in left hand and
provide melodic variety. In bar 11, beat 1, the crotchet that was F2, is now F3; in bar11,
beat 3, the crotchet that was C3, is now Eb3 and in bar 12, beat 3, the quavers which
were Ab2 and G2, are now Db3 and E3. There is an example of hockets in bars 10 and
11.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 27 for canonical treatment
See Figure 26 Djembefola’s Call transcribed for piano, bars 5-8
76
See Figure 28 Melodic changes to left hand subject
75
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Figure 28 Melodic changes to left hand subject, bars 11-12

In bars 13 to 15, the left hand subject has been previously discussed.77
However, the right hand commences with a partial, four note statement of the original
chromatic motif,78 a major twelfth higher for four notes, followed by the original six
note chromatic motif with the additional of B4 and Bb4 as quavers, bar 14, beat two.
Right hand’s eight note chromatic extension, commencing bar 13, beat three, is an exact
imitation two octaves higher of the left hand’s statement starting on beat one.

Figure 29 Melodic changes to the right hand subject, bars 13-15

Commencing on beat four of bar 14, in right hand, are three groupings of two quavers.
These carefully follow an intervallic pattern of a minor second, Ab4 and G4, major
second, G4 and F4, back to a minor second, Db5 and C5, to represent the ternary
structure79 of this piano solo. The pitches F4, B4, C5, F2, B2 and C3 commencing bar
15, beat four80 are in unison, two octaves apart. The final three demisemiquavers in bar
15 descend in tenths, Ab4 and F2, a minor tenth, G4 and Eb2, then F4 and Db2 a major
tenth apart bring the A section to a close.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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Figure 24 Subject’s final appearance in bars 13-15
Figure 23 Original six-note chromatic motif in bar 1
79
The minor second represents the A section (Djembefola’s Call), the major second the B section
(dancers Solo) and A section reprise, the minor second.
80
See Figure 30 Melodic changes to left and right hand subjects, bars 13-15
78
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Figure 30 Melodic changes to left and right hand subjects, bars 13-15

The B section, beginning at bar 16 is a total of fourteen bars in length. The key
signature changes to Db major to reflect the change in key signature. Db major reflects
one dancer’s interpretation of the drum rhythm used, whilst Db minor, represents a
different dancer’s interpretation of exactly the same rhythm. In bars 23 to 29 there is
another modulation to Db minor to provide harmonic contrast. The key signature
remains the same and accidentals have been used to make it easier to read. The
modulations represent the fact that whilst the traditional rhythmic pattern complements
and synchronises with the soloist’s choreographed steps is the same, there may be some
slight differences of movements depending on two different dancers’ interpretations.
The traditional dancer’s solo rhythm81 performed by the Djembefola is as
follows: Bass, Bass, Bass, Slap, Tone, Tone repeated three times with three more
groupings of: Slap, Tone, Tone to finish. Audio Example from Figure 12 demonstrates
the sound of this traditional rhythmic pattern on the djembe.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 31 Dancer’s solo rhythm played by Djembefola, bars 16-29
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Figure 31 Traditional dancer’s solo rhythm played by Djembefola, bars 16-29
Audio Example from Figure 31

The first section, bars 16 to 22,82 has modulated to Db major. The traditional
dancer’s solo rhythmic pattern that would be played by the Djembefola has been
directly transcribed for piano for left hand using the pitch material, Basses on Db2,
Tones on G2 with the Slaps always accented on Ab2. The right hand provides harmonic
support with the tied semibreves on F4 and Ab4 to produce a Db major chord in bars 18
to 21. From bars 21 to 22, the rhythmic pattern is the same for both hands. The first two
groupings of three quavers use a slightly different pitch for melodic variety with Slaps
accented as F5 and C5, with Tones on Eb5 then Bb4. This melodic sequence is repeated
exactly one octave lower in bar 22 with Slaps on F4 and C4 and the Tones as Eb4 and
Bb3. The dynamics are terraced to match the intensity of the dancer’s traditional
movements, mezzo piano for bars 16 and 17, mezzo forte for the next two bars
increasing to forte in bar 20, with a climax of fortissimo in bar 21 and a decrescendo as
the dancer leaves the stage. At this point a new dancer would appear to repeat the same
traditional choreographed movements.
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See Figure 32 First section of the traditional dancer’s solo rhythm transcribed for piano, bars 16-22
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Figure 32 First section of the traditional dancer’s solo rhythm transcribed for piano,
bars 16-22

The second section, bars 23 to 28,83 modulates to the tonic minor key, Db minor.
The dynamic markings are the same as the first section to represent a new dancer
presenting the same choreographed movements. The left hand uses exactly the same
pitch material, except the Tones have changed from G2 to Ab2. The right hand provides
harmonic support again with the tied semibreves on Fb4 and Ab4 to produce a Db
minor chord in bars 25 to 28. From bars 28 to 29, the rhythmic pattern is exactly the
same as left hand. The pitch material has changed for all of the groupings of three
quavers to provide a melodic resolve. The Slaps are all accented and now use the
pitches Fb5, Db5, A4 and Fb4, with Tones represented by Eb5, C5 Ab4 and Eb4.
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See Figure 33 Second section of the traditional dancer’s solo rhythm transcribed for piano, bars 23-29
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Figure 33 Second section of the traditional dancer’s solo rhythm transcribed for piano,
bars 23-29

Traditionally, the Djembefola would play the entire Call again to signal the end
of the dancer’s solos. There is a restatement of the A section from bars 30 to 45, except
this time it has modulated by an augmented fifth to the key of C# minor. The key of Db
minor was not an option due to its degree of difficulty for a lower graded student to
easily read. The first two lines, bars 30 to 37,84 are exactly the same as bars 1 to 8
except notated in its transposed state.

Figure 34 Modulation to C# minor bars 30-37: a restatement of bars 1-8
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 34 Modulated to C# minor bars 30-37: a restatement of bars 1-8
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The third line, bars 38 to 40 are a restatement of bars 13 to 1585 transposed to C# minor.

Figure 35 Modulation to C# minor bars 38-41: a restatement of bars 13-15.

Bars 40 and 41 are notated with the time signature of 4/4, as opposed to bar 15’s
original statement in 6/4. The rhythmic values for the final three notes in bar 41 have
been augmented, from previously demisemiquavers in bar 15, to quavers. The final
semiquaver, E4 and C#3, has been lengthened in bar 15, beat 4, to include another
quaver beat and a crotchet rest is used to complete the bar. The reason for this is to
differentiate between the two statements, like differentiating between two different solo
dancers. The first, at bar 15,86 was used as a decorative flourish in the Djembefola’s
Call to transition to the dancer’s solo rhythmic pattern 1 used in the B section. The
second statement, bar 41,87 leads to a final statement of the Djembefola’s Call.
The last line,88 bars 42 to 45 is a restatement of left hand’s original subject from bars 1
to 4,89 except that the pitch material has been transposed up an augmented fifth to C#
minor and right hand plays in unison octaves above the left hand. The final bar has been
notated with the time signature of 6/4 to signify the end of the Djembefola’s Call. The
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See Figure 30 Melodic changes to left and right hand subjects, bars 13-15
See Figure 30 Melodic changes to left and right hand subjects, bars 13-15
87
See Figure 35 Modulation to C# minor bars 38-41: a restatement of bars 13-15
88
See Figure 36 Modulation to C# minor bars 42-45: a restatement of bars 1-4
89
See Figure 22 Traditional Djembefola’s Call transcribed for piano, bars 1-4
86
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final dotted crotchet value, C#5 and C#3, played at sforzando, have been added to bring
this piece to a close90 and emphasise the C# tonality.

Figure 36 Modulation to C# minor bars 42-45: a restatement of bars 1-4

Four scales have been used throughout this piano composition. For the first A section,
bars 1 to 15, the F Aeolian scale has been used with chromatic passing notes featured.

Figure 37 F Aeolian scale used for the A section bars 1-15

The first half of the B section, bars 16 to 22, Db major scale has been used.

Figure 38 Db major scale used for bars 16-22 in the B section

The second half of the B section, bars 23 to 29, a six-note scale resembling Db
harmonic minor scale has been used. The fourth degree note, Gb, has been omitted and
the note A natural, used instead of B double flat.
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Traditionally many African Drum rhythms use an extra beat played with force to signal the end of the
performance to the audience.
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Figure 39 Six-note scale used for bars 23-29 in the B section

For the second A section, bars 30 to 45, the C# Aeolian scale has been used with
chromatic passing scale notes featured.

Figure 40 C# Aeolian scale used for bars 30-45 in the A2 section.

5.3

Performance

This composition would suit a Grade 3 to 4 student. The following attributes would
present technical challenge for the performer:
1) Articulating the accents and performing the marked dynamics correctly;
2) Performing polyrhythmic passages in bars 10 to 12;
3) Attaining fingering that allows smooth chromatic movement at M.M.
crotchet =160.
‘Koteba’ would be well suited to a student who has a smaller hand size as there are no
octave passages to contend with and stretches are minimal. This piece encourages the
student to explore a wide range of accidentals and a variety of keys including F minor,
Db major to Db minor and C# minor.
‘Koteba’ could be delivered as fourteen smaller exercises:
1) Learn the Djembefola’s Call, which is the subject in left hand from bars 1 to
15 with dynamic contrasts.
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2) Learn the theme in right hand bars 5 to 15 with dynamic contrasts.
3) Play both hands together completing the A section bars 1 to 15.
4) Learn the dancers solo rhythm in left hand in Db major bars 16 to 22 with
dynamic contrasts.
5) Learn the right hand melody bars 18 to 22 with dynamic contrasts.
6) Play both hands together bars 18 to 22.
8) Learn the dancers solo rhythm in left hand in Db minor bars 23 to 29 with
dynamic contrasts.
9) Learn the right hand melody bars 25 to 29 with dynamic contrasts.
10) Play both hands together bars 23 to 29.
11) Revise the left hand subject bars 30 to 45, which is a repeat of bars 1 to 15 in
the new key C# minor.
12) Revise the right hand bars 30 to 41, which is a repeat of bars 5 to 8 and 13 to
15 in the new key of C# minor.
13) Learn the subject in right hand bars 42 to 45.
14) Play both hands together bars 30 to 45.
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Figure 41 Complete score for piano solo of ‘Koteba’
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CHAPTER 6
!
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Woima

6.1

Prologue

Woima91 is the name given to a Fetish Maker92 when they are dressed in full costume.
The term Woima is used by the Malinke group93 from North East Guinea. Traditionally,
many Fetish Makers travel throughout the region with their own Drumming Ensemble
presenting their show after the harvest has been completed. A Woima rhythm is
performed by the Drumming Ensemble at the start of the show when the Fetish maker
makes the first costumed appearance.

6.2

Analysis

My composition, ‘Woima’ is derived from using three of the traditional94 Drumming
rhythms from Woima:
1) The Doundounba accompaniment rhythm
2) The Kenkeni accompaniment rhythm
3) Djembe 2 accompaniment rhythm
Unlike ‘Macru’,95 where the traditional Djembefola’s Call was used as an
Introductory section, the Call here has been omitted. Instead, the piece begins on the
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 59 for the complete score for piano solo
A Fetish Maker refers to a person who prepares idols, objects or things that pertain to the fetish. They
could be likened to a magician.
93
See Appendix G for a map locating the Malinke group from North East Guinea
94
The transcriptions I’ve used for Woima’s traditional rhythmic patterns were transcribed by Djembefola,
Mamady Keita. (Billimier: 2007, 71)
95
See Chapter 4 for ‘Macru’
92
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anacrusis beat. This is where the entire African Drumming Ensemble would
traditionally join in after the almost two-bar Call had been made by the Djembefola.
The piece is written in simple quadruple time as it appears in Keita’s traditional
transcription. However, due to the difficulty of reading the rhythms in their original
notated format, augmentation has been applied. All of the rhythmic values have been
doubled, for each of the three traditional rhythms, whilst the time signature of 4/4
remains. The marked tempo, M.M. crotchet = 160, for this piano solo is slower than a
traditional African Drumming Ensemble would perform a Woima.
Keita’s traditional Doundounba accompaniment rhythm is notated (2007: 71)
using semiquavers and semiquaver rests. Audio Example from Figure 42 demonstrates
the speed and sound of this pattern played on the Doundounba.

Figure 42 Traditional Doundounba accompaniment rhythm from Woima
Audio Example from Figure 42

The Audio Example from Figure 43 shows the rhythmic augmentation played on
the Doundounba. For the purpose of this composition, the quavers have been grouped as
follows to allow easier reading for the performer.

Figure 43 Augmented Doundounba accompaniment rhythm from Woima.
Audio Example from Figure 43
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The traditional Woima rhythmic pattern is played using only one pitched note
with accents on the first quaver beat in bars 2 and 3. As the drum can vary micro tonally
by hitting the drum skin harder or softer, this has been represented chromatically in the
transcription for piano.96
The note D3 is used predominantly in the transcription of the augmented
Doundounba97 rhythmic pattern to imitate the single pitched sound of the Doundounba.
Chromatic movement, up one semitone to D#3 and one semitone lower to C#2 is used
to add harmonic interest and represent the microtonal variances in pitch. After the pitch
material has been established there is a descending dominant to tonic movement, D3 to
G2 to complete the phrase. This implies the tonal centre of G. The key signature of C
major has been used to provide a simpler outline for the chromatic decorations.
The first entry appears in left hand bars 1 to 3, played mezzo forte.

Figure 44 Augmented Doundounba rhythm transcribed for piano, bars 1-3

Using the African Call and Response idea98 the right hand answers exactly one octave
higher in pitch, at mezzo piano from bars 4 to 7,99 the only difference being the
dominant to tonic movement at the end is ascending from D4 to G4 to give a mirroring
effect.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 44 for the transcription of the augmented Doundounba rhythm to piano for bars 1-3.
See Figure 43 for the Augmented Doundounba accompaniment rhythm
98
Some of the West African songs that I was taught during my study session in Ghana were based on a
formula whereby a Call was sung loudly by the lead vocalist, answered by another vocalist usually a little
softer in volume, then the whole group would sing in unison at the loudest volume.
99
See Figure 45 for the transcription of the augmented Doundounba rhythm to piano for bars 4-7.
97
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Figure 45 Augmented Doundounba rhythm transcribed for piano, bars 4-7

Both hands then play the melodies previously presented in parallel an octave apart from
bars 8 to 11. There is an increase in dynamic volume from mezzo piano to forte, which
reflects the Call and Response idea.

Figure 46 Augmented Doundounba rhythm transcribed for piano, bars 8-11

To add a percussive element to this piece for performance as well as a physical
challenge there is a separate line dedicated on the score for Foot Stomps. It is left up to
the performer’s discretion whether they use their left or right foot. The Foot Stomps are
a direct transcription of the Kenkeni100 rhythmic accompaniment, which traditionally
appears in Keita’s transcription as quavers and quaver rests. The Audio Example from
figure 47 demonstrates the sound of this traditional pattern played on the Kenkeni.

Figure 47 Traditional Kenkeni accompaniment rhythm from Woima.
Audio Example from Figure 47

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 47 for traditional Kenkeni accompaniment rhythmic pattern.
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The Audio Example 48 demonstrates the augmentation of the rhythmic pattern
from quavers to crotchets, as played on the Kenkeni. The Doundounba’s rhythmic
pattern in bars 1 to 3 and 5 to 7 act as the Call, whilst bars 4 and 8, feature the
augmented Kenkeni pattern as the Response.

Figure 48 Augmented Kenkeni accompaniment rhythm
Audio Example from Figure 48

The Kenkeni’s augmented rhythmic pattern is used from Bars 9 to the end of the
piece as an ostinato, which aids in locking the other rhythmic patterns by providing a
stable pulse, thus imitating the traditional role101 that the Kenkeni drum provides for this
piece within the traditional African Drumming Ensemble.
From bars 8 to 11, both the Doundounba and Kenkeni augmented rhythmic
patterns are performed concurrently, creating polyrhythmic challenges for the
performer. This concludes the first section that is a total of 11 bars in length.
The second section from bars 12 to 25, introduces the Djembe 2 accompaniment
rhythm102 from Woima. The transcription of Keita’s performance is written using
semiquavers and semiquaver rests. The Audio Example from Figure 49 shows the
difference between the Slap and Tone sounds on the Djembe.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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The Kenkeni’s traditional role when performing Woima is to provide a solid, stable pulse that allows
all of the other instruments to lock together with in the African Drumming Ensemble.
102
See Figure 49 for traditional Djembe 2 accompaniment rhythm
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Figure 49 Traditional Djembe 2 accompaniment rhythm from Woima.
Audio Example from Figure 49

This rhythmic pattern has been augmented to make it easier for the performer to
read. The Audio Example from Figure 50 demonstrates the Slap and Tone strokes
played as quavers on the Djembe.

Figure 50 Augmented Djembe 2 accompaniment rhythm from Woima.
Audio Example from Figure 50

The augmented Djembe 2 rhythmic figure is utilised as an ostinato for the left hand,
eleven times in total.103 I have drawn on the idea of clusters from El-Dabh’s104
composition Soufiane,105 translating the Slap sounds to the pitches, C4 and D4 and the
Tones to move chromatically up one semitone to Db4 and Eb4. Both notes are played
simultaneously to create a dissonant sound. This represents the approximate pitch of the
Drum and the uncertainty of the magician-like qualities of the Fetish Maker’s character.
The second and third fingers have been suggested for the left hand to allow a finer
motor movement as opposed to a gross motor movement for the performer throughout
this section.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 52 for the Second section of the score, bars 12-19
See Appendix M for Preliminary Research concerning Indigenous African Composers.
105
The score for Soufiane appears in (Chapman Nyaho: 2007, 13)
104
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Figure 51 Augmented Djembe 2 rhythm transcribed for piano

The previously stated augmented Doundounba rhythm106 from the first section
has been transposed up a perfect fourth, to start on G#5 in bar 12, in the treble.
The melodic theme has been moved to this position on the keyboard so that the right
hand’s descending dominant to tonic, G5 to C5 at bar 15 can be heard clearly. It ends
with C5 rather than C4, as C4 would clash with the C4 and D4 pitches played by left
hand at the same time. The tonal centre of C remains in Bars 12 to 19.

Figure 52 Second section, bars 12 to 19

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 45 Augmented Doundounba rhythm transcribed for piano in bars 4-7
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This is a technically challenging section107 as there are three polyrhythms
providing syncopation and requiring excellent coordination from the performer. The
right hand plays the transposed augmented Doundounba rhythm, the left hand plays the
Djembe 2 augmented ostinato and one foot stomps out the Kenkeni’s augmented
rhythmic pattern.
From bars 16 to 19, the Doundounba’s melodic theme as previously stated in the
first section, bars 4 to 7, is restated with some slight variance.

Figure 53 Augmented Doundounba’s transcription for bars 4 to 7

F#5 has been used instead of G#5 to create a mirroring effect and to provide some slight
melodic variety. This theme108 remains transposed up a perfect fourth with the tonal
centre still as C.

Figure 54 Augmented Doundounba’s restatement varied in bars 16 to 19

In bars 20 to 23, the right hand melodic theme is restated using the same pitch
material from bars 4 to 7. The only difference is that the theme starts on D#5, one
octave higher, to avoid clashes with the left hand ostinato of Db4 and Eb4.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
107
108

!

See Figure 52 for the Second section, bars 12 to 19
See Figure 54 Augmented Doundounba’s restatement varied in bars 16 to 19
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Figure 55 Augmented Doundounba’s restatement in bars 20 to 23

The first section of this composition imitates the dynamics used in the African
Call and Response idea. The first melody or Call, is stated mezzo forte, the Response, at
mezzo piano, then the full Group Response at forte. By way of contrast, the second
section of this piano solo uses the terraced dynamic effect to create variety and interest
for both the performer and listener. The first statement of the melody is at mezzo forte,
the second statement at forte and the final at fortissimo.
This piece has a two bar Coda from bars 24 to 25. The final two notes from the
Doundounba theme in bar 25109 have been augmented, from quaver to crotchet values,
still commencing on the second beat of the bar. The dominant to tonic progression
brings the piece to a close marked with the dynamic sforzando, which builds further
intensity from the previous fortissimo marking in bar 20. This is in line with the
terraced dynamic idea used throughout this section. In bar 24, the augmented Djembe 2
ostinato for left hand has been left as an incomplete pattern to allow the Foot Stomps to
be heard on the first beat of bar 25, referencing the Call and Response idea again.

Figure 56 Coda, bars 24 to 25
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 56 for the Coda, bars 24 to 25
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There is a perfect cadential resolution for the final two crotchet notes in bar 25 to bring
piece to a strong and definitive close.
‘Woima’ tries to avoid a sense of traditional western major/minor tonality by
using a four-note scale to reflect the tonal centre of G, bars 1 to 12 and 20 to 25.

Figure 57 Four-note scale

Bars 13 to 19 use a seven-note scale to reflect the tonal centre of C.

Figure 58 Seven-note scale

6.3

Performance

‘Woima’ would suit a Grade 4 to 5 student with the following attributes presenting
technical challenge for the performer:
1) Using body percussion, in this case Foot Stomps as this is not utilised in
contemporary110 graded piano repertoire.
2) Performing polyrhythmic passages, particularly bars 13 to 23 where the
performer has three rhythms at once with much syncopation between them to
contend with.
3) Articulating the accents and performing the marked dynamics correctly.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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At present there are no pieces in the AMEB piano, piano for Leisure or CPM Keyboard syllabus that
requires the pianist to perform with accompanying foot stomps.
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4) Attaining the marked tempo, M.M. crotchet = 160.
This piece could be delivered as eleven smaller exercises:
1) Learn the Doundounba theme in left hand, bars 1 to 3, at mezzo forte.
2) Learn the same theme in right hand, bars 4 to 7, at mezzo piano.
3) Play both hands together, bars 8 to 11, at forte.
4) Play section one, bars 1 to 11, including the Kenkeni rhythmic Foot Stomps.
5) Learn the transposed right hand melody, bars 12 to 15, at mezzo forte.
6) Learn the slightly varied right hand melody, bars 16 to 19, at mezzo forte and
revise the previously learnt right hand melody from bars 4 to 7, now one octave
higher, at fortissimo.
7) Learn the left hand Djembe 2 rhythm, bars 13 to 24.
8) Incorporate the Foot Stomps whilst playing the left hand ostinato pattern, bars
13 to 24.
9) Incorporate the Foot Stomps whilst playing only the right hand melody, bars
13 to 23.
10) Play section two, bars 13 to 24, with all three rhythmic patterns together.
11) Practise the Coda, bar 25, accenting the final note.
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Figure 59 Complete score for piano solo ‘Woima’
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CHAPTER 7

!

Sungurunbanin

7.1

Prologue

Sungurunbanin111 literally translates to little large prostitute.112 This is a newer rhythm
that has originated with the Bambana people113 from Mali. It is performed regularly as
light, comical entertainment at many ceremonies and festivals and has rhythmic
similarity to the traditional Wasulu114 piece Sigi.115

7.2

Analysis

My composition, ‘Sungurunbanin’ is derived from five of the traditional rhythms from
Sungurunbanin:
1) The Djembefola’s Call
2) The Doundounba accompaniment pattern
3) The Doundounba’s Bell Pattern
4) The Djembe 1 rhythmic accompaniment patterns
5) The Djembe 3 rhythmic accompaniment patterns

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 76 for Complete score of ‘Sungurunbanin’
See Appendix L for personal communication of research observations from Dr. Rainer Polak,
University of Bayreuth, Germany indicates that Sungurun translates to a little or young in age woman
before marriage, Ba means large and Nin a prostitute.
113
See Appendix G for a map locating the Bambana people from Mali
114
See Appendix G for a map locating the Wasulu people from South West Mali.
115
Sigi is a dance performed wearing a Buffalo mask with rhythmic accompaniment from the traditional
African Drumming Ensemble.
112

!

'(!

The entire piece is notated traditionally116 in compound quadruple, 12/8 time,
with a suggested tempo marking, M.M. dotted crotchet = 84. This piano solo has a
double Binary structure with a two bar Introduction and Coda.
The Djembefola’s Call117 has been used as the Introductory figure as it was in
‘Macru’.118 This traditional Call is of two bar duration with each bar the same. Audio
Example from Figure 60 demonstrates the sound of the three Slaps followed by two
Tones on the djembe.

Figure 60 Traditional Djembefola’s Call from Sungurunbanin
Audio Example from Figure 60

However, when this traditional rhythmic pattern is performed by the Djembefola it
sounds hurried.119 For this reason, I have notated it with the time signature of 11/8 for
the purpose of this piano solo. Audio Example from Figure 61 presents the sound of the
Call in 11/8 on the djembe.

Figure 61 Traditional Djembefola’s Call in 11/8 time
Audio Example from Figure 61

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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The traditional transcriptions are Joh Camara’s published in (Dworsky & Sansby: 2000, 67-72)

117

See Figure 60 for traditional Djembefola’s Call
See Chapter 4 for ‘Macru’
119
This relates to microtiming. The final beat is hurried and sounds like it has missed half of the final
quaver rest.
118
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The key signature and opening left hand pitch material120 suggest B minor,
however, this composition uses quartal and quintal harmonies to purposefully avoid a
sense of western major/minor tonality. The piece is in a diatonic minor mode built on E.
In bar 1 the Slaps are represented by B2, B3 in the left hand, with E4, B4 and E5 in the
right hand. The Tones use the pitches A#2 and A#3 in the left hand, with E4, A#4 and
E5 in the right hand. Bar 2, continues this idea with the Slaps transcribedd to A2, A3,
E4, A4 and E5, followed by the Tones as A#2, A#3, E4, A#4 and E5. A four-note
chromatic motif121 has been introduced using the following repeated pitches B2, A#2,
A2, A#2, played in unison two octaves higher as B4, A#4, A4 and A#4, which
reappears in various forms throughout this composition. The implied harmonic
progression of bars 1 and 2 is: E (second inversion), F# (first inversion), A minor and
F# (first inversion).

Figure 62 Djembefola’s Call transcribed for piano, bars 1-2

The A, or first section, is a total of ten bars in length and has the time signature
of 12/8. The left hand entry at bar 3122 uses the traditional Djembe 1 rhythmic
accompaniment pattern. The Audio Example from Figure 63 demonstrates the Bass,
Tone, Tone, Bass, Tone pattern performed on the Djembe.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 62 Djembefola’s Call transcribed for piano, bars 1-2
The four note chromatic motif of B, A#, A and A#, is representational of the girl, described in Chapter
7.1, referred to as Sungurunbanin.
122
See Figure 64 Djembe 1 rhythm transcribed for piano, bars 3-4
121
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Figure 63 Traditional Djembe 1 accompaniment rhythm from Sungurunbanin
Audio Example from Figure 63

This traditional rhythmic pattern has been transcribed for piano using the following
pitch material. The Tones are all E3 and the Slaps F#3, however, the Basses use the four
note chromatic motif from the Introductory passage of B2, B2, A#2, A#2, A2, A2, A#2
then A#2. This two bar figure is played five times throughout the A section.

Figure 64 Djembe 1 rhythm transcribed for piano, bars 3-4

In bar 5,123 the right hand enters using the traditional Djembe 3 rhythmic
accompaniment pattern.124 The Audio Example for Figure 65 demonstrates the Bass,
Tone, Tone, Slap, Bass, Tone, Tone pattern on the Djembe.

Figure 65 Traditional Djembe 3 accompaniment rhythm
Audio Example from Figure 65
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See Figure 66 Djembe 3 Rhythm transcribed for piano, bars 5-6
See Figure 65 Traditional Djembe 3 accompaniment rhythm
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Similar pitch material to Djembe 1’s transcription for left hand125 has been used. The
Tones are now E5, instead of E3, the Slaps are now F#5, instead of F#3. The Basses are
represented by the four-note chromatic motif: B4, A#4, A4, and A#4.

Figure 66 Djembe 3 rhythm transcribed for piano, bars 5-6

The two bar melody is repeated in bars 7 and 8, with the same pitch material
used for the Tones and Slaps. However, the Basses now appear one octave higher as B5,
A#5, A5, and A#5, creating an inverted melodic contour to balance the previous two bar
phrase.

Figure 67 Djembe 3 rhythm transcribed for piano, bars 7-8

Bars 9 and 10, use the same traditional Djembe 3 accompaniment pattern126
except the pitch material has been changed to provide melodic variety. The Tones are
now E5 and F#5, Slaps are G5, with the Basses represented as B4 and F#5.

Figure 68 Djembe 3 rhythm transcribed for piano, bars 9-10
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See Figure 64 Djembe 1 Rhythm transcribed for piano, bars 3-4
See Figure 65 Traditional Djembe 3 accompaniment rhythm
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The final two bar melodic phrase, bars 11 and 12,127 use exactly the same pitch
material and melodic contour as bars 9 and 10. As the Djembe 3 traditional rhythmic
pattern has been stated six times already, diminution has been applied to the crotchet
values.128 The altered rhythmic pattern, bars 11 and 12, uses all quaver values to provide
rhythmic variety.

Figure 69 Change in rhythmic pattern, bars 11-12

The B, or second section, is a total of four bars in length, remaining in 12/8 time.
This section uses two traditional rhythmic patterns from Sungurunbanin, the
Doundounba pattern and its Bell pattern. The Audio Example from Figure 70
demonstrates the sound of these two rhythmic patterns129 performed on the Gankoqui
and Doundounba.

Figure 70 Traditional Doundounba and Bell pattern from Sungurunbanin
Audio Example from Figure 70
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See Figure 69 Change in rhythmic pattern, bars 11-12
See Figure 68 Djembe 3 rhythm transcribed for piano, bars 9-10
129
In the traditional performance of Sungurunbanin a single Dun player would perform the Bell rhythm
simultaneously to the Doundounba pattern, using an Atoke tied to his drum or the Grello on his fingers.
128
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The traditional Doundounba rhythm130 has been transcribed for piano for left hand, bars
13 to 16,131 using the four-note chromatic motif, B2, A#2, A2, and A#2, as dotted
crotchet values, appearing in two bar phrases. The traditional Dundounba’s Bell
pattern132 has been transcribed for piano for right hand, using the pitch E5 in Bars 13 to
16 and adding E4, one octave lower, in Bars 15 and 16, to imitate the single pitched
note that the Bell would produce during a traditional African Drumming Ensemble
performance. The four-note chromatic motif: B4, A#4, and A#4, has been added as the
lower melodic material in the right hand, to provide harmonic variety, as well as
demonstrating the interplay between the two traditional instruments. Both the
Doundounba and its Bell rhythmic patterns feature the chromatic motif with variances
throughout this section.
There is a gradual swell in dynamics starting at piano in bar 13, with a crescendo
through bar 14, to reach forte for bars 15 and 16. This represents the dynamic contrast
that would occur in the accompaniment, when the dancer takes a solo.133

Figure 71 Traditional Doundounba and Bell pattern transcribed for piano, bars 13-16
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 70 Traditional Doundounba and Bell pattern from Sungurunbanin
See Figure 71 Traditional Doundounba and Bell pattern transcribed for piano, bars 13-16
132
See Figure 70 Traditional Doundounba and Bell Pattern from Sungurunbanin
133
As I observed on my field studies in Ghana traditionally when the dancer’s movements heighten
during a solo and the crowd becomes excited the drums would swell in dynamic range to match the
energy.
131
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Bars 17 to 24 represent an A2, or third section of this composition. The right
hand features previous thematic material, except this time the phrases are presented in a
different order to provide melodic variety. Bars 17 and 18 use the same pitch material as
bars 9 and 10.134 Bars 19, 20, 23 and 24, feature the same melodic material as bars 11
and 12,135 and the right hand for bars 21 and 22, is identical to bars 7 and 8.136
The left hand pattern has changed both rhythmically and melodically. The Doundounba
player would traditionally perform the Doundounba’s Bell pattern simultaneously with
the Doundounba rhythm. This is transcribed for piano in the B section, with the right
hand performing the Bell pattern, whilst the left hand performed the Doundounba
rhythm. In the A2 Section, bars 17 to 24 the left hand137 performs the traditional
Doundounba rhythm using the same four-note chromatic motif as bars 13 to 16,138
except one octave higher B3, A#3, A3 and A#3, as well as the first note of the Bell
pattern, using E4 and F#4, to create a new rhythmic pattern, which provides an ostinato
throughout this section.

Figure 72 New Rhythm using the Doundounba and Bell pattern transcribed for piano,
bars 17-18

At bar 25, the B2 section139 returns as a two bar restatement. The right hand is
identical to its previous appearance, except the dynamic marking has changed from
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 68 Djembe 3 rhythm transcribed for piano, bars 9-10
See Figure 69 Change in rhythmic pattern, bars 11-12
136
See Figure 67 Djembe 3 rhythm transcribed for piano, bars 7-8
137
See Figure 72 New rhythm using the Doundounba and Bell pattern transcribed for piano, bars 17-18
138
See Figure 71 Traditional Doundounba and Bell pattern transcribed for piano, bars 13-16
139
See Figure 73 Restatement of the B section, bars 25-26
135
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piano to mezzo forte. The left hand features the same pitch material as bars 13 and 14140
except now in octaves with the new pitches B3, A#3, A3 and A#3 representing the fournote chromatic motif.

Figure 73 Restatement of the B section, bars 25-26

The piece concludes with a two bar Coda, bars 27 and 28, with the time
signature, 11/8. The traditional Djembefola Call141 has been used for one and a half bars
with identical pitch material from bars 1 and 2.142 A new rhythm,143 crotchet rest
followed by two quavers, has been added to give a sense of finality to the piece. The
downward fifth movement from B4 to E4 in right hand and B2/3 to E2/3 in left hand,
leaves the performer/listener with a sense of completion.

Figure 74 New rhythm for bar 28 of the Coda

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
140

See Figure 71 Traditional Doundounba and Bell pattern transcribed for piano, bars 13-16
See Figure 61 Traditional Djembefola’s Call in 11/8 time
142
See Figure 62 Djembefola’s Call transcribed for piano, bars 1-2
143
See Figure 74 New rhythm for bar 28 of the Coda
141
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Taken as a whole, this piece uses a Six Note scale: E, F#, G, A, A# and B.144
This is a minor diatonic mode built on E with the sixth and seventh degrees unused.
Another interpretation is that it uses a series of motifs with chromatic approach notes.

Figure 75 Six-note scale

7.3

Performance

‘Sungurunbanin’ would suit a Grade 5 to 6 student. The following attributes would
present technical challenge for the performer:
1) Changing between 11/8 and 12/8 time signatures
2) Attaining a fluid, accurate left hand at the marked tempo, M.M.
dotted crotchet = 84.
3) Performing the polyrhythmic passages in the A sections, bars 5 to 12 and 17
to 24.
Apart from this a student at this level would cope with the dynamic changes,
block harmonic passages and have a sense of cantabile technique as to be able to make
the right hand melodic figure sing over the left hand accompaniment pattern.
This piece could be delivered as nine smaller exercises:
1) Learn the Djembefola Call in both hands bars 1 and 2 at forte.
2) Learn the Djembe 1 ostinato in left hand from bars 3 to 12.
3) Play through the right hand Djembe 3 melody cantabile from bars 5 to 12.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 75 Six-note scale
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4) Play the entire A section hands together being aware of the subtle dynamic
balance between the hands.
5) Learn the B section with dynamics bars 13 to 16.
6) Practise the new left hand accompaniment ostinato from bars 17 to 24.
7) Play the A2 section, bars 17 to 24, hands together as the right hand melodic
material has been practised previously in the step three.
8) Play through the repeat of the B section bars 25 and 26.
9) Learn the final 3 notes that are different in bar 28 and play through the Coda
hands together at fortissimo.
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Figure 76 Complete score for piano solo ‘Sungurunbanin’
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CHAPTER 8
!

Kpatsa

8.1

Prologue

Kpatsa145 is a traditional West African rhythm originating with the Ga-Adanme
people146 of Southern Ghana. Traditionally it was performed as a pre-marriage
ceremonial dance. However, in recent years it has been performed as a recreational
dance by young people where the girls dance with potential suitors, similar to Yankadi
originating from the Susu tribe in South West Guinea.

8.2

Analysis

My composition, ‘Kpatsa’ is derived from using six of the traditional African
Drumming Ensemble rhythms from Kpatsa:
1) The Djembefola’s Call
2) The Djembe 1 rhythmic accompaniment pattern
3) The Djembe 2 rhythmic accompaniment pattern
4) The dancer’s solo 1 rhythmic accompaniment pattern
5) The dancer’s solo 3 rhythmic accompaniment pattern
6) The Bell accompaniment pattern.
The entire piece is notated in simple quadruple, 4/4 time. The traditional147
performance tempo is between M.M. crotchet = 112-126. The metronome marking of
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 107 Complete score for piano solo ‘Kpatsa’
See Appendix G for map locating the Ga-Adanme people from Southern Ghana
147
Kpatsa was taught to me by Djembefola, Nih Tettey Tetteh, on my study trip to Ghana in 2007. The
rhythmic patterns have been transcribed by myself.
146
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M.M. crotchet = 116, has been suggested for this piano solo. Although the key signature
suggests Db major, this composition uses quartal harmonies to purposefully avoid a
sense of western major/minor tonality.
‘Kpatsa’ has four sections, each beginning with either the entire or a partial
entry of the traditional Djembefola’s Call.148 The entire Call has been stated at the
beginning and conclusion of the piece as it would in a traditional performance context,
similar to ‘Sungurunbanin’. Audio Example from Figure 77 demonstrates the sound of
this traditional two bar Call using only Slaps and Tones on the djembe.

Figure 77 Traditional Djembefola’s Call from Kpatsa
Audio Example from Figure 77

The traditional Djembefola’s Call has been transcribed for piano using two
different notes to represent the two different stroke sounds on the Djembe, Slaps use Db
and Tones, Ab. The Call is played in unison two octaves apart. Section 1 is a total of
fourteen bars in length. Bars 1 and 2149 represent the first entry of the Call, with the
pitch material, Slaps Db5 and Db3, Tones Ab4 and Ab2.

Figure 78 Traditional Djembefola’s Call transcribed for piano, bars 1-2
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 77 Traditional Djembefola’s Call from Kpatsa
See Figure 78 Traditional Djembefola’s Call transcribed for piano, bars 1-2
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The left hand150 introduces the traditional Djembe 2 accompaniment rhythm151
in the final quaver beat of bar 2, matching the anacrusis upbeat used traditionally to
commence the ostinato. This traditional two bar accompaniment rhythm is made up
entirely of Tones and Basses, which is played on the Djembe, Audio Example from
Figure 79.

Figure 79 Traditional Djembe 2 accompaniment rhythm from Kpatsa
Audio Example from Figure 79

This traditional Djembe 2 accompaniment rhythm is performed as an ostinato.152
It is played five and a half times from bars 2 to 11, 13 to 14 with Tones represented by
Ab2 and Basses, Db2. The phrasing appears as it would be traditionally performed on
the Djembe.

Figure 80 Traditional Djembe 2 rhythmic ostinato transcribed for piano
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See Figure 80 Traditional Djembe 2 rhythmic ostinato transcribed for piano
See Figure 79 Traditional Djembe 2 accompaniment rhythm from Kpatsa
152
See Figure 80 Traditional Djembe 2 rhythmic ostinato transcribed for piano
151
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From bars 5 to 7153 quartal harmonic interest is provided by the right hand using
a non-traditional rhythmic pattern. The chords are constructed from two perfect fourths
stacked on top of each other, Eb4, Ab4 and Db5. They chromatically ascend to E4, A4
and D5 then F4, Bb4 and Eb5154.

Figure 81 Quartal harmonies used in right hand, bars 5-7

Bar 8 of right hand uses the last three notes from the traditional Bell pattern,155
which has been augmented,156 that is, doubled in rhythmic value. The transcription of
this augmented Bell pattern to piano157 uses the same quartal harmonic idea. The
intervallic structure has changed to an augmented fourth, G4 and Db5, with a perfect
fourth on top Db5 and G5.

Figure 82 Traditional Bell pattern from Kpatsa
Audio Example from Figure 82

Figure 83 Traditional Bell pattern with augmented rhythmic values from Kpatsa
Audio Example from Figure 83
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See Figure 81 Quartal harmonies used in right hand, bars 5-7
See Figure 81 Quartal harmonies used in right hand, bars 5-7
155
See Figure 82 Traditional Bell pattern from Kpatsa
156
See Figure 83 Traditional Bell pattern with augmented rhythmic values from Kpatsa
157
See Figure 84 Augmented Bell pattern transcribed for piano, bar 8
154
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The pattern follows the previous use of chromatic shift with the second chord Ab4, D5
and G5 moving back down one semitone to G4, Db5 and Gb5. The choice of harmonies
is reflected by the rhythmic pattern, which is palindromic. This represents a traditional
dance step used commonly in African traditional dance.158

Figure 84 Augmented Bell pattern transcribed for piano, bar 8

Bars 9 to 11159 the pitch material, dynamic contrasts and rhythmic values are a
retrograde160 to bars 5 through to 7.

Figure 85 Right hand quartal harmonies in retrograde, bars 9-11

Bar 12 features body percussion with the performer clapping their hands for four
crotchet beats. This imitates the hand clapping that traditionally takes place by the
crowd to spur on the dancers, as the next two bars use the traditional Djembefola’s
rhythm for the first set161 solo dancer.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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One of the dance steps that recurred throughout the dance solos I studied whilst in Ghana, involved the
dancer landing with arms and legs out (similar to the landing used when doing a star jump), then bounce
and spin to land in the same position with their back to the audience, then bounce again and spin back to
face the audience again. This palindromic move reflects the harmonic movement when this Bell motif
occurs throughout the composition.
159
See Figure 85 Right hand quartal harmonies in retrograde, bars 9-11
160
Compare to Figure 85 Quartal harmonies used in right hand bars 5-7 from ‘Kpatsa’
161
There are a total of eight set dance solo rhythms that the Djembefola would play and the soloist would
respond with the choreographed dance steps to fit each pattern. Each solo pattern ranges from one to five
bars duration that would be repeated at the discretion of the dance soloist.
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Figure 86 Body percussion used for bar 12

Right hand in bars 13 and 14162 use the traditional first set rhythmic pattern
played by the Djembefola for the dancer to solo. Traditionally this is a two-bar phrase
that can be repeated as many times as the dancer indicates. The Audio Example from
Figure 87 demonstrates the sound of the sequence of Tones and Slaps performed on the
Djembe.

Figure 87 Traditional dancer’s solo 1 rhythm played by Djembefola from Kpatsa
Audio Example from Figure 87

The traditional dancer’s solo 1 rhythm163 has been transcribed for piano in the right
hand164 using only two different pitches, Slaps Db5 and Tones Ab4, to represent the two
different drum strokes.

Figure 88 Traditional dancer’s solo 1 rhythm transcribed for piano, bars 13-14
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162

See Figure 88 Traditional dancer’s solo 1 rhythm transcribed for piano, bars 13-14
See Figure 87 Traditional dancer’s solo 1 rhythm played by Djembefola from Kpatsa
164
See Figure 88 Traditional dancer’s solo 1 rhythm transcribed for piano, bars 13-14
163
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Section 2, bars 15 to 26, is a total of twelve bars length and also commences
with the traditional Djembefola’s Call as seen in bars 1 to 2.165 The two left hand
quavers Db2, at the start of bar 15,166 are the end of the transcribed Djembe 2
accompaniment for left hand.167 The Call has been shortened, hence the use of the 2/4
time signature change in bar 16. The pitch material is slightly different with Slaps
represented by Db5 and Tones Ab4, Ab2 and Ab1. In bar 16 the left hand holds the Ab2
and Ab1 as a minim to lead a dominant to tonic progression to Db2 in bar 17.

Figure 89 Traditional Djembefola’s Call transcribed for piano, bars 15-17

The left hand introduces the traditional Djembe 1 accompaniment rhythm168
which is a one bar ostinato. The Audio Example from Figure 90 demonstrates this
traditional accompaniment rhythm made up entirely of Tones and Basses played on the
Djembe.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 78 Traditional Djembefola’s Call transcribed for piano, bars 1-2
See Figure 89 Traditional Djembefola’s Call transcribed for piano, bars 15-17
167
See Figure 80 Traditional Djembe 2 rhythmic ostinato transcribed for piano
168
See Figure 90 Traditional Djembe 1 accompaniment rhythm from Kpatsa
166
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Figure 90 Traditional Djembe 1 accompaniment rhythm from Kpatsa
Audio Example from Figure 90

This traditional Djembe 1 accompaniment rhythm is performed as an ostinato. It is
played seven times from bars 17 to 23 using the pitch material Ab2, A2 and Ab1
representing the Tones and Db2 for all the accented Basses.

Figure 91 Traditional Djembe 1 rhythmic ostinato transcribed for piano

The right hand in this section169 is based on the previous material using exactly
the same quartal harmonies as featured in bars 5 to 11 in the first section.170 The pitch
material is the same, the only difference is that the non traditional rhythmic pattern has
been augmented to semibreve values. The augmented Bell pattern in bar 20 is the same
as previously stated in bar 8.171

Figure 92 Quartal harmonies used in right hand bars 17-23
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See Figure 92 Quartal harmonies used in right hand, bars 17-23
See Figure 81 Quartal harmonies used in right hand, bars 5-7
171
See Figure 84 Augmented Bell pattern transcribed for piano, bar 8
170
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Bar 24 is the same as Bar 12172 featuring the performer clapping their hands for
four crotchet beats. This is used to mark the return of the traditional Djembefola’s
dancer’s solo 1 rhythm.173 This transcribed rhythm174 appears in the right hand for bars
25 and 26 with exactly the same pitch set, rhythm and dynamic range as previously
featured in bars 13 and 14.
Section 3, bars 27 to 35, commences with an exact restatement175 of the
traditional Djembefola’s Call as previously used in bars 15 to 17. The right hand
introduces the traditional dancer’s solo 3 rhythmic pattern176 played by the Djembefola.
Traditionally this one bar rhythm can be repeated as many times as the solo dancer
indicates. The Audio Example from Figure 93 demonstrates the sound of this pattern
using only uses Tones and Slaps on the Djembe.

Figure 93 Traditional dancer’s solo 3 rhythm played by Djembefola from Kpatsa
Audio Example from Figure 93

This has been transcribed for piano177 for right hand, bars 29 to 31 at mezzo
forte and 33 to 35 at forte, using the pitches Eb5 and Db5 to represent the Slaps, Db5
and Ab4 for all the accented Tones. The time signature has changed to 2/4 for this
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See Figure 86 Body percussion used for bar 12
See Figure 87 Traditional dancer’s solo 1 rhythm played by Djembefola from Kpatsa
174
See Figure 88 Traditional dancer’s solo 1 rhythm transcribed for piano, bars 13-14
175
See Figure 89 Traditional Djembefola’s Call transcribed for piano, bars 15-17
176
See Figure 93 Traditional dancer’s solo 3 rhythm played by Djembefola from Kpatsa
177
See Figure 94 Traditional dancer’s solo 3 rhythm transcribed for piano, bars 29-31, 33-35
173
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section to accommodate the traditional rhythmic feel of two, imitating the dancers short
moves with the Tones having the accent on the first beat.

Figure 94 Traditional dancer’s solo 3 rhythm transcribed for piano, bars 29-31, 33-35

A short Call178 at bar 32 provides a short one bar interlude179 between each of
the three bar dance solo 3 rhythmic statements.180 This short call is a direct transcription
of the final two groupings of semiquavers beats 3 and 4, from the first bar of the
original Call181 featured in bars 1, 15 and 27.

Figure 95 Traditional short Call transcribed for piano, bar 32

The left hand accompaniment uses non-traditional rhythmic material.182 The
pitch material is based on three chords, Db, Eb and Gb, with the third of the chord
omitted to avoid a sense of western major/minor tonality. From bars 29 to 31 and 33 to
35 the first beat of each bar the rhythmic pattern alternates between two semiquavers
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See Figure 95 Traditional short Call transcribed for piano, bar 32
This traditionally could represent the Djembefola signalling another solo Dancer joining in.
180
See Figure 94 Traditional dancer’s solo 3 rhythm transcribed for piano, bars 29-31, 33-35
181
See Figure 78 Traditional Djembefola’s Call transcribed for piano, bars 1-2
182
See Figure 96 Left hand bars 29-35 from ‘Kpatsa’
179
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and a quaver and a single crotchet beat. The short Call183 is used in bar 32 to give
musical symmetry, a 3 bar phrase on either side.

Figure 96 Left hand bars 29-35 from ‘Kpatsa’

Section 4, bars 36 to 50, commences with an exact restatement of the traditional
Djembefola’s short Call184 as previously seen in bar 32. The left hand plays the
traditional Djembe 1 accompaniment rhythm transcribedd for piano185 from bars 37 to
48 using the same pitch set, rhythm and melodic material previously used in bars 17 to
23. The right hand, bars 37 to 39, 41 to 48, uses the concept of quartal harmonic
material186 from Section 1 except there are changes to rhythm and chromatic extension
applied. The right hand rhythmic pattern uses the rhythm of the Tones from the
traditional Djembe 1 accompaniment pattern187 except the second tone has been
substituted for a quaver rest to provide rhythmic interest between the hands.188 The
Audio Example from Figure 97 demonstrates this rhythmic pattern using all Tone
strokes on the Djembe.
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See Figure 95 Traditional short Call transcribed for piano, bar 32
See Figure 95 Traditional short Call transcribed for piano, bar 32
185
See Figure 91 Traditional Djembe 1 rhythmic ostinato transcribed for piano
186
See Figure 92 Quartal harmonies used in right hand bars 17-23
187
See Figure 90 Traditional Djembe 1 accompaniment rhythm from Kpatsa
188
See Figure 97 Right hand rhythm Tones extracted from traditional Djembe 1 accompaniment pattern
from Kpatsa
184
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Figure 97 Right hand rhythm Tones extracted from traditional Djembe 1
accompaniment pattern from Kpatsa
Audio Example from Figure 97

Transcribed for piano the Tones represented use all chromatic notes Eb4, E4, F4,
Gb4, G4, Ab4, A4, Bb4, B4, C5, Db5, D5, Eb5, E5, F5, Gb5, G5, Ab5 and A5.
Whenever this rhythmic pattern189 is used, bars 37 to 39, 41 to 43 and 45 to 47, the right
hand chords are played twice in succession and then move chromatically either up or
down one semitone to continue this pattern of duplicity.190 Bars 37 to 38,191 the chord
Eb4, Ab4 and Db5 is repeated and then ascends chromatically, one semitone higher to
E4, A4 and D5, then again to F4, Bb4 and Eb5, finally ending on Gb4, B4 and E5.

Figure 98 Tones extracted from Djembe 1 pattern transcribed for piano, bars 37-38

This exact melodic and rhythmic pattern is repeated again in bars 39 and 41 to replicate
the hand gestures moving higher and their duplicity. Bar 40 interrupts the pattern by
restating the augmented Bell pattern192 from bars 8 and 20 with the same pitch and
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See Figure 97 Right hand rhythm Tones extracted from traditional Djembe 1 accompaniment pattern
from Kpatsa
190
The duplicity featured harmonically represents the duplicate hand gestures (with fingers closed in the
palm and the thumb sticking out) that look like a hitchhiker waving their thumb twice on one hand, then
twice on the hand which are part of the choreographed dancer’s solo 1 set pattern.
191
See Figure 98 Tones extracted from Djembe 1 pattern transcribed for piano, bars 37-38
192
See Figure 84 Augmented Bell pattern transcribed for piano, bar 8
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rhythmic material. Bars 42 and 43193 continue the rhythm of the Tones extracted from
the traditional Djembe 1 accompaniment pattern194 with the same quartal harmonic
voicing except starting on G4, C5, and F5, moving chromatically up one semitone to
Ab4, Db5 and Gb5, then to A4, D5 and G5 and finishing on Bb4, Eb5 and Ab5.

Figure 99 Tones extracted from Djembe 1 pattern transcribed for piano, bars 42-43

Bar 44 the right hand features a variation on the augmented Bell pattern195 with
a shift by one quaver for the first beat and a new pitch material of B4, E5 and A5,
followed by a shortening of the original crotchet value to a quaver with new pitches of
Bb4, Eb5 and Ab5. The final rhythmic value remains a dotted crotchet, however the
pitches have changed to A4, D5 and G5. The quartal harmony is different to the
previous Bell patterns,196 comprising two perfect fourths. This descending chordal
movement197 creates dissonance and harmonic variety within this section. The right
hand of bars 45 to 47198 are a direct restatement of bars 39, 41 and 42.

Figure 100 Variation on the augmented Bell pattern, bar 44
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 99 Tones extracted from Djembe 1 pattern transcribed for piano, bars 42-43
See Figure 97 Right hand rhythm Tones extracted from traditional Djembe 1 accompaniment pattern
from Kpatsa
195
See Figure 100 Variation on the augmented Bell pattern, bar 44
196
See Figure 84 Augmented Bell pattern transcribed for piano, bar 8
197
The descending three chord figure represents the lowering of the body in three distinct choreographed
gestures within the dancer’s solo 3 set pattern.
198
See Figure 101 Restatement of right hand, bars 39, 41 and 42
194
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Figure 101 Restatement of right hand, bars 39, 41 and 42

Bar 48 is an exact replication of the augmented Bell pattern199 previously from
bars 8, 20 and 40. Bar 49 and 50200 is similar to bars 13 and 14.201 The left hand plays
the same traditional Djembe 2 rhythmic ostinato.202 The right hand restates the
traditional dancer’s solo rhythm 1,203 except this time the Slaps have use an additional
Db4 to form the interval of an octave.

Figure 102 Bars 49 and 50: a similar restatement to bars 13 and 14

This section concludes with the traditional Djembefola’s entire two-bar Call204
as previously stated in bars 1 and 2 to introduce the piece. Traditionally the Call would
be played in its entirety to signal the end of the piece. In this restatement the Tones have
the same pitch set. However, the Slaps have the addition of Db4 in right hand and Db2
for left hand forming octaves to achieve a stronger fortissimo sound.
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See Figure 84 Augmented Bell pattern transcribed for piano, bar 8
See Figure 102 Bars 49 and 50 a similar restatement to bars 13 and 14
201
See Figure 88 Traditional dancer’s solo 1 rhythm transcribed for piano, bars 13-14
202
See Figure 80 Traditional Djembe 2 rhythmic ostinato transcribed for piano
203
See Figure 88 Traditional dancer’s solo 1 rhythm transcribed for piano, bars 13-14
204
See Figure 78 Traditional Djembefola’s Call transcribed for piano, bars 1-2
200
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Figure 103 Changes to traditional Djembefola’s Call, bar 51

The overall tonality of ‘Kpatsa’ is Db. Bars 1 to 26, Sections 1 and 2, use a tennote chromatic scale,205 with the pitches Db, D, Eb, E, F, Gb, G, Ab, A and Bb. The
notes B and C have been omitted from the total chromatic scale. Section 3, bars 27 to 35
use the Gb major pentatonic scale beginning on Db,206 which has the pitches Db, Eb,
Gb, Ab and Bb. Whilst Section 4, bars 36 to 52 use the complete Db chromatic scale,207
which has the pitches Db, D, Eb, E, F, Gb, G, Ab, A, Bb, B, C and Db.

Figure 104 Ten-note scale

Figure 105 Gb major pentatonic scale beginning on Db
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See Figure 104 Ten-note scale
Figure 105 Gb major pentatonic scale beginning on Db
207
Figure 106 Db chromatic scale
206
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Figure 106 Db chromatic scale

8.3

Performance

‘Kpatsa’ would suit a Grade 6 to 7 student. The following attributes would present
technical challenge for the performer:
1) Performing polyrhythmic passages in bars 13 to 15, 25 to 27 and 37 to 50.
2) Articulating the accents and performing the marked dynamics correctly.
3) Using alternate fingering that allows clear and even repetition of the note Ab
throughout the Call at bars 1 to 2, 15 to 16, 27 to 28, 32, 36 and 51 to 52.
‘Kpatsa’ could be delivered as thirteen smaller exercises:
1) Learn the Djembefola’s Call bars 1 and 2, bars 15 and 16, 32 and 36 with
correct alternating fingerwork on the repeated Ab’s. Suggested fingering would
be to start with thumb and alternate using 3rd finger, 1st finger etc.
2) Learn the Djembe 2 accompaniment in left hand bars 2 to 11, 13 to 15, 25 to
27, 49 and 50 with dynamic contrasts.
3) Learn the quartal harmonic triads in right hand bars 5 to 11, then the dancer’s
solo 1 pattern in right hand bars 13 and 14.
4) Play both hands together completing the first section bars 1 to 14.
5) Learn the Djembe 1 accompaniment rhythm in left hand bars 17 to 23 with
dynamic contrasts.
6) Learn the right hand quartal harmonic triads bars 17 to 23 with dynamic
contrasts.
7) Play both hands together completing the second section bars 17 to 26.
!
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8) Learn the dancer’s solo 3 rhythm in right hand bars 29 to 35 with dynamic
contrasts.
9) Learn the left hand accompaniment bars 29 to 35 with dynamic contrasts.
10) Play both hands together completing the third section bars 27 to 35.
11) Revise the left hand Djembe 1 accompaniment rhythm bars 37 to 48, which
is a repeat of bars 17 to 23.
12) Learn the right hand quartal harmonic triads bars 37 to 48.
13) Play both hands together completing the fourth and final section bars 36 to
52.
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Figure 107 Complete score for piano solo ‘Kpatsa’
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CHAPTER 9
!

Kpanlogo

9.1

Prologue

Kpanlogo,208 is a West African rhythm that is understood to be more contemporary,
originating with the Ga209 people around the capital of Ghana, Accra. It is also known
by the name Twileshi and is the key rhythm from the genre Ghanaian Highlife.210 The
dance tells the story of the fate of a beautiful girl, named Kpanlogo.211

9.2

Analysis

My composition, ‘Kpanlogo’ is derived from seven of the traditional ensemble
rhythms212 from Kpanlogo:
1) The Djembefola’s Call
2) Djembe 1 accompaniment pattern
3) Djembe 2 accompaniment pattern
4) Dancer’s solo 1 Djembe accompaniment pattern
5) Dancer’s solo 6 Djembe accompaniment pattern
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 156 for the complete score for piano solo ‘Kpanlogo’.
See Appendix G for a map locating the Ga people from Ghana.
210
The genre Ghanaian Highlife music refers to urban dance music developed by Otto Lincoln in it
formative period during the 1960’s.
211
The dance tells the story of a rich chief who had three daughters who were never allowed outside their
home. Nobody knew their names. When the girls were old enough to be married off, the chief offered his
land and all three daughters to the man who could tell him their names. One man had snuck into the
palace pretending to be crazy and scared the girls. Their mother had called them using their names. This
trickster was able to claim his prize, and out of all the three sisters, the most beautiful girl was named
Kpanlogo.
212
These rhythms were taught to me by Djembefola, Nih Tettey Tetteh, on my study trip to Ghana in
2007. Although this is considered to be more ‘contemporary’ due to the illicit and overtly sexual
choreographed dance moves, I will refer to them as ‘traditional’ because they have remained the same for
the past fifty years. I have transcribed these rhythms myself.
209
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6) The Bell rhythmic accompaniment pattern
7) Doundounba & Kenkeni accompaniment pattern
The composition is notated using the time signature simple quadruple, 4/4 time.
The traditional tempo for an African Drumming Ensemble performance of Kpanlogo
would be between M.M=108 -116. The metronome marking of M.M.=112 has been
suggested for this piano solo.
The opening key signature suggests Eb minor. This composition does feature
some quartal harmonies and a variety of modes; however, it does demonstrate at times a
sense of western major/minor tonality. ‘Kpanlogo’s’ overall structure213 consists of an
Introduction, followed by eight Sections and a Coda giving an episodic effect that
makes the ending unpredictable.

9.2.1 Introduction
The piece opens with a one bar introduction that transcribes214 the traditional
Djembefola’s Call.215 Traditionally, the one bar Call would be played in 4/4 time and
used to signal to the ensemble the tempo and the piece to be performed. It would be
played again to signal end of a dancer’s solo section and to conclude the piece. The
traditional Djembefola’s Call is demonstrated on the Audio Example from Figure 108
using only Tones and Tone Flams strokes on the Djembe.
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Due to the lengthiness of this piece I will use subheadings for each of the structural sections.
See Figure 109 Traditional Djembefola’s Call transcribed for piano, bar 1
215
See Figure 108 Traditional Djembefola’s Call from Kpanlogo
214
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Figure 108 Traditional Djembefola’s Call from Kpanlogo
Audio Example from Figure 108

For Bar 1 the traditional Djembefola’s Call pattern has been played twice. This
traditional pattern has been transcribed for piano216 with the Tone Flams represented by
acciaccature with the pitches Db5, Ab4, Db4 and Ab3 and the Tones Eb5, Db5, Bb4,
Ab4, Eb4, Db4, Bb3, Ab3 and Eb3. This statement is repeated after the crotchet rest on
beat 4, one octave lower with the pitches, Tone Flams, Db4, Ab3, Db3 and Ab2 and
Tones Eb4, Db4, Bb3, Ab3, Eb3, Db3, Bb2, Ab2 and Eb2. The purpose of this melodic
sequence is to emphasise to the listener that this is the Call or Introductory figure. Body
percussion via Foot Stomps,217 have been included on beat 4’s as two quaver beats.
The tonal centre in the Introduction is Eb as there are no thirds used to give a western
sense of major/minor tonality at this point.

Figure 109 Traditional Djembefola’s Call transcribed for piano, bar 1
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See Figure 109 Traditional Djembefola’s Call transcribed for piano, bar 1
Foot Stomps are used throughout this composition to imitate one of the choreographed dance steps.
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9.2.2 Section One
Kpanlogo is traditionally performed with a single player for the Doundounba and
Kenkeni,218 as a low and high drum performance set. Audio Example from Figure 108
demonstrates the sound of this traditional rhythmic pattern played on the Doundounba
and Kenkeni.

Figure 110 Traditional Doundounba and Kenkeni rhythmic pattern from Kpanlogo
Audio Example from Figure 108

Section One, bars 2 to 9, commences with left hand translating219 the traditional
drum rhythms of the Doundounba and Kenkeni.220 As the Doundounba is the lowest
pitched drum the pitches Eb2, F2 and Gb2 are used. The Kenkeni, being the higher
pitched drum is represented by the pitches Bb2 and Db3. The final crotchet beat has
been omitted and a dotted quaver rest used in its place.221 The final semiquaver beat
belongs to the right hand’s hybrid rhythm of the Djembe 1 and 2 patterns,222 which is
the final semiquaver from the traditional Djembe 1 accompaniment pattern.223 This
pattern is played four times, bars 2 to 5.224

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
218

See Figure 110 Traditional Doundounba and Kenkeni rhythmic pattern from Kpanlogo
See Figure 111 Traditional Doundounba and Kenkeni rhythmic pattern transcribed for
piano bars 2-5
220
See Figure 110 Traditional Doundounba and Kenkeni rhythmic pattern from Kpanlogo
221
I heard this as a variation on the traditional Kenkeni part whilst on my study trip to Ghana. I have used
this slight variance to give the piece more of a Contemporary feel.
222
See Figure 112 Hybrid rhythmic pattern of Djembe 1 and 2 from Kpanlogo
223
See Figure 114 Traditional Djembe 1 accompaniment pattern from Kpanlogo
224
See Figure 115 Hybrid rhythmic pattern transcribed for piano, bar 2-9
219
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Figure 111 Traditional Doundounba and Kenkeni rhythmic pattern transcribed for
piano, bars 2-5
The right hand uses a hybrid rhythmic pattern225 derived from the traditional
Djembe 1 and 2 accompaniment patterns. I have added the quaver rest on the first beat
to displace the beat, provide rhythmic interest and syncopation. Audio Example from
Figure 112 demonstrates this blend of the two Djembe accompaniment patterns using
Tones and Slaps on the djembe.

Figure 112 Hybrid rhythmic pattern of Djembe 1 and 2 from Kpanlogo
Audio Example from Figure 112

The Audio Example from Figure 113 demonstrates the sound of the first four
semiquavers,226 Tone, Tone, Slap, Slap played on the djembe. This rhythmic cell is
derived from the traditional Djembe 2 accompaniment pattern.

Figure 113 Traditional Djembe 2 accompaniment pattern from Kpanlogo
Audio Example from Figure 113

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
225
226

!

See Figure 112 Hybrid rhythmic pattern of Djembe 1 and 2 from Kpanlogo
See Figure 113 Traditional Djembe 2 accompaniment pattern from Kpanlogo
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The second half of the hybrid rhythm is derived from the traditional Djembe 1
accompaniment pattern.227 There is a semiquaver rest instead of the fifth semiquaver
Slap, the next part of the hybrid pattern is derived from the sixth semiquaver Slap,
followed by a dotted quaver Tone, semiquaver Tone which is tied instead of the quaver
rest finishing with two semiquaver Slaps. The final semiquaver Slap is used in left
hand.228 The Audio Example from Figure 114 demonstrates the sound of this rhythmic
pattern using only Tones and Slaps on the Djembe.

Figure 114 Traditional Djembe 1 accompaniment pattern from Kpanlogo
Audio Example from Figure 114

This hybrid rhythmic pattern has been transcribed for piano with the Tones
represented by the pitches Eb4, Bb3 and Bb4 and the Slaps Bb2, Bb3 and Bb4. The
pattern is played eight times, bars 2 to 9.229 The final semiquaver Bb2 would be
technically easier to play with the left hand, which is why it has been notated on the
bass clef.

Figure 115 Hybrid rhythmic pattern transcribed for piano, bar 2-9
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See Figure 114 Traditional Djembe 1 accompaniment pattern from Kpanlogo
See Figure 115 Hybrid rhythmic pattern transcribed for piano, bar 2-9
229
See Figure 115 Hybrid rhythmic pattern transcribed for piano, bar 2-9
228

!

"+(!

The Audio Example from Figure 116 demonstrates the sound of the traditional Bell
rhythmic accompaniment pattern for Kpanlogo, played on the Gankoqui.

Figure 116 Traditional Bell rhythmic pattern from Kpanlogo
Audio Example from Figure 116

The traditional Bell rhythmic pattern230 has been directly transcribed for piano231
as the melodic theme, introduced in the first section, played by left hand, from bars 6 to
9. Rather than using a single pitch to represent the traditional sound of the Gankoqui I
have used a larger selection of pitch material: Eb2, Gb2, Cb5, Db5, Eb5, F5, Gb5, Ab5,
Bb5 and Db6 to allow melodic freedom.

Figure 117 Traditional Bell rhythmic pattern transcribed for piano, bars 6-9

9.2.3 Section Two
The second section, bars 10 to 13, features the complete traditional Doundounba
and Kenkeni accompaniment rhythm.232 The Doundounba’s233 pitches have changed to
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See Figure 116 Traditional Bell rhythmic pattern from Kpanlogo
See Figure 117 Traditional Bell rhythmic pattern transcribed for piano, bars 6-9
232
See Figure 110 Traditional Doundounba and Kenkeni rhythmic pattern from Kpanlogo
233
See Figure 118 Traditional Doundounba and Kenkeni accompaniment pattern transcribed for piano,
bars 10-13
231
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Eb2, F2, Gb2 and Ab2. The Kenkeni uses sus4 chords in an ascending pattern for bars
10 and 11, then descending234 for bars 12 and 13 represented by the pitch material, Eb3,
Gb3, Ab3, Bb3, Db4 and Eb4.

Figure 118 Traditional Doundounba and Kenkeni accompaniment pattern transcribed
for piano, bars 10-13

Traditionally, the Djembefola would play a set of predetermined rhythms for the
dancers to take a solo. Each dancer’s solo235 is choreographed to the rhythms played on
the lead Djembe. Audio Example from Figure 119 demonstrates the first solo rhythm’s
similar phrases using Bass, Tones and Tone Flam strokes on the djembe.

Figure 119 Traditional dancer’s solo 1 Djembefola rhythmic pattern from Kpanlogo
Audio Example from Figure 119

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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The ascending and descending sus4 chords represent the tension between the choreographed dancer’s
moves where they perform a sequence of arm gestures in the Kpanlogo dance. As the female’s arms rise
up, the male’s are moving down.
235
This dance features a male and a female performing simultaneously in most of the choreographed solo
sections.
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The traditional dancer’s solo 1 rhythmic pattern236 has been transcribed for
piano,237 bars 10 to 13, in two two-bar phrases. Basses are represented by the pitches
Ab4, Bb4, C4, Db5, Eb5, F5 and Gb5, the Tones Ab4, Bb4, C5, Eb5, F5 and Gb5,
whilst the Tone Flam is represented by an acciaccatura on Db5. The pitch material in
bars 12 and 13 is retrograde to bars 10 and 11.238

Figure 120 Traditional dancer’s solo 1 transcribed for piano, bars 10-13

9.2.4 Section Three
The Third Section, bars 14 to 25, commences with a modulation to Gb. Both the left239
and right240 hand play exactly the same rhythms as previously in bars 2 to 9.241 The
pitch material has been transposed up a minor third from Eb to Gb. Bars 14 to 17 the
left hand plays the traditional Doundounba and Kenkeni242 rhythmic pattern with a new
pitch material,243 Doundounba now represented by Gb2, Ab2 and Bbb2 and Kenkeni
Db3 and Fb3.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 119 Traditional dancer’s solo 1 Djembefola rhythmic pattern from Kpanlogo
See Figure 120 Traditional dancer’s solo 1 transcribed for piano, bars 10-13
238
See Figure 120 Traditional dancer’s solo 1 transcribed for piano, bars 10-13
239
See Figure 121 Traditional Doundounba and Kenkeni rhythmic pattern transcribed for
piano, bars 14-17
240
See Figure 122 Hybrid rhythmic pattern transcribed for piano, bar 14-21
241
See Figure 111 Traditional Doundounba and Kenkeni rhythmic pattern transcribed for
piano bars 2-5 for left hand and Figure 115 Hybrid rhythmic pattern transcribed for piano, bar 2-9
242
See Figure 118 Traditional Doundounba and Kenkeni accompaniment pattern transcribed for piano,
bars 10-13
243
See Figure 121 Traditional Doundounba and Kenkeni rhythmic pattern transcribed for
piano, bars 14-17
237
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Figure 121 Traditional Doundounba and Kenkeni rhythmic pattern transcribed for
piano, bars 14-17

The right hand, bars 14 to 25, plays the one bar hybrid rhythmic pattern244 twelve times
with a different pitches, Tones on Db4, Gb4 and Db5 and Slaps Db3, Db4 and Db5
from bars 14 to 21.245 Modulation back to the tonal centre of Eb occurs at bar 22. The
original hybrid rhythmic pattern246 used from bars 2-9 with exactly the same pitch set is
played in right hand, bars 22 to 25. The same traditional Doundounba and Kenkeni
accompaniment pattern247 as played by left hand in bars 2 to 5, reappears in bars 22 to
25. The traditional Bell rhythmic pattern248 previously transcribed for piano249 and
played by left hand in bars 6 to 9,250 appears in bars 18 to 21251 transposed up a minor
third with new pitch material, Gb2, Bbb2, Ebb5, Fb5, Gb5, Ab5, Bbb5, Cb6, Db6 and
Fb6.

Figure 122 Hybrid rhythmic pattern transcribed for piano, bar 14-21

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 115 Hybrid rhythmic pattern transcribed for piano, bar 2-9
See Figure 122 Hybrid rhythmic pattern transcribed for piano, bar 14-21
246
See Figure 115 Hybrid rhythmic pattern transcribed for piano, bar 2-9
247
See Figure 111 Traditional Doundounba and Kenkeni rhythmic pattern transcribed for
piano, bars 2-5
248
See Figure 116 Traditional Bell rhythmic pattern from Kpanlogo
249
See Figure 117 Traditional Bell rhythmic pattern transcribed for piano, bars 6-9
250
See Figure 117 Traditional Bell rhythmic pattern transcribed for piano, bars 6-9
251
See Figure 123 Traditional Bell rhythmic pattern transcribed for piano, bars 18-21
245
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Figure 123 Traditional Bell rhythmic pattern transcribed for piano, bars 18-21

9.2.5 Section Four
Bars 26 to 31252 in the fourth section use the same left hand traditional Doundounba and
Kenkeni rhythmic accompaniment pattern253 as previously stated in the second section
bars 10 to 13.254 The pitch material is represented by Eb2, Gb2, Ab2, Eb3, Gb3 and
Ab3 for Doundounba, with Bb2, Db3 and Eb3 for Kenkeni.

Figure 124 Traditional Doundounba and Kenkeni accompaniment pattern transcribed
for piano, bars 26-31
The sixth dancer’s solo rhythm255 that the Djembefola would play is a two bar
pattern which can be repeated as needed in response to the dancer(s) taking a solo. The
accents are important as they imitate the dancer’s sharp choreographed movements.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 124 Traditional Doundounba and Kenkeni accompaniment pattern transcribed for
piano, bars 26-31
253
See Figure 110 Traditional Doundounba and Kenkeni rhythmic pattern from Kpanlogo
254
See Figure 118 Traditional Doundounba and Kenkeni accompaniment pattern transcribed for
piano, bars 10-13
255
See Figure 125 Traditional dancer’s solo 6 Djembefola rhythmic pattern from Kpanlogo
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The Audio Example from Figure 125 demonstrates the sound of the Tones and Slap for
this rhythmic pattern on the Djembe.

Figure 125 Traditional dancer’s solo 6 Djembefola rhythmic pattern from Kpanlogo
Audio Example from Figure 125

This traditional two bar rhythmic pattern256 has been transcribed for piano257 in
right hand with the Slaps represented as Gb4, Bb4, Gb5 and Bb5 and the Tones Eb4,
Gb4, Ab4, Bb4, Db5, Eb5, Gb5, Ab5 and Bb5.

Figure 126 Traditional dancer’s solo 6 transcribed for piano, bars 26-31

This section concludes with a partial statement of the traditional Djembefola’s
Call258 commencing on beat four of bar 31. An acciaccatura has not been used to
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
256

See Figure 125 Traditional dancer’s solo 6 Djembefola rhythmic pattern from Kpanlogo
See Figure 126 Traditional dancer’s solo 6 transcribed for piano, bars 26-31
258
See Figure 108 Traditional Djembefola’s Call from Kpanlogo
257
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represent the first quaver as a Tone Flam, because the note now appears as an octave
stretch thus making it difficult to play. The pitches are represented with the Tone Flam
as Gb3, Gb4 and Gb5, whilst the Tones are Db3, F3, Db5 and F5. The final quaver note
in bar 32: Bb2, Bb3 and Bb4 is a non traditional rhythmic extension. The partial Call
rhythm concludes with three crotchet beat foot stomps.259 This also signifies a midpoint
for the composition.

Figure 127 Partial statement of Djembefola’s Call transcribed for piano, bars 31-32

9.2.6 Section Five
The fifth section, bars 33 to 37 features a change in key signature that may suggest Bb
minor. However, the use of quartal harmonic chords in the right hand260 and unison
octave passages avoid a western major/minor tonality. The left hand, bar 33,261 is not
derived from any particular traditional rhythmic pattern. Its purpose is to provide a
stable pulse and harmonic pedalpoint on Bb2, thus emphasising the Bb tonal centre.

Figure 128 Left hand Bb pedalpoint, bar 33
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 127 Partial statement of Djembefola’s Call transcribed for piano, bars 31-32
See Figure 130 Traditional Djembe 1 accompaniment pattern transcribed for piano,
bar 33 for right hand
261
See Figure 128 Left hand Bb pedalpoint, bar 33
260
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In bar 35,262 left hand, the same pitch material is used. However, the rhythm is
retrograde from the previous statement in bar 33.

Figure 129 Left hand Bb pedalpoint retrograde, bar 35

The right hand, bar 33, uses a series of quartal harmonic chords, built on the
interval of two perfect fourths. This ascending pattern is a transcription for piano of the
traditional Djembe 1 accompaniment rhythm.263 The Slaps are represented by Bb3, B3,
Eb4, E4, Ab4, A4, Db5, D5, Gb5 and G5, whilst Bb4, Eb5 and Ab5 are used for the
Tones.

Figure 130 Traditional Djembe 1 accompaniment pattern transcribed for piano for right
hand, bar 33
The traditional Djembe 1 accompaniment pattern264 transcribed for right hand in
bar 33265 appears retrograde both in pitch and rhythm in bars 35 to 37.266 The pitch
material remains the same for bars 35 and 36.

Figure 131 Retrograde of traditional Djembe 1 accompaniment pattern transcribed for
piano, bars 35-36
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 129 Left hand Bb pedalpoint retrograde, bar 35
See Figure 114 Traditional Djembe 1 accompaniment pattern from Kpanlogo
264
See Figure 114 Traditional Djembe 1 accompaniment pattern from Kpanlogo
265
See Figure 130 Traditional Djembe 1 accompaniment pattern transcribed for piano for right hand,
bar 33
266
See Figure 131 Retrograde of traditional Djembe 1 accompaniment pattern transcribed
to piano, bars 35-36
263
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Figure 132 Retrograde of traditional Djembe 1 accompaniment pattern transcribed for
piano, bars 37
However, in bar 37267 the entire pitch material appears one octave lower to bar 35. The
traditional rhythmic pattern from the Djembefola’s Call268 is featured throughout this
section. In bar 34269 it appears after being displaced by a quaver rest with the pitches
represented as: Tone Flams Ab5, Eb5, Ab3 and Eb3, Tones Bb5, Ab5, F5, Eb5, Bb4,
Bb3, Ab3, F3, Eb3 and Bb2 at forte.

Figure 133 Traditional Djembefola’s Call transcribed for piano, bar 34

The traditional Djembefola’s Call270 appears in left hand again at bar 36,
271

displaced by another quaver rest using exactly the same pitch material from bar 34.272

The dynamic marking is fortissimo with a decrescendo to add dynamic variety each
time the Call is stated within this section.

Figure 134 Traditional Djembefola’s Call transcribed for left hand, bar 36
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 132 Retrograde of traditional Djembe 1 accompaniment pattern transcribed for
piano, bars 37
268
See Figure 108 Traditional Djembefola’s Call from Kpanlogo
269
See Figure 133 Traditional Djembefola’s Call transcribed for piano, bar 34
270
See Figure 108 Traditional Djembefola’s Call from Kpanlogo
271
See Figure 134 Traditional Djembefola’s Call transcribed for left hand, bar 36
272
See Figure 133 Traditional Djembefola’s Call transcribed for piano, bar 34
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The same statement of the Call in left hand, bar 34,273 appears starting on beat two in
bar 37. The entire pitch material appears one octave lower at forte with a decrescendo.

Figure 135 Traditional Djembefola’s Call transcribed for left hand, bar 37

9.2.7 Section Six
The sixth section, bars 38 to 41, features the Djembe 1 accompaniment rhythm in
retrograde with the same quartal harmonic chord structure introduced in section five.274
The pitch set for both Tones and Slaps are the same: Bb3, Eb4 and Ab4. This one bar
pattern is played four times providing an ostinato for the left hand melodic theme.

Figure 136 Retrograde of Djembe 1 accompaniment pattern transcribed for right hand,
bars 38-41

Bars 38 to 41 use the same melodic material transcribed from the traditional Bell
rhythmic pattern275 in Section One, bars 6 to 9276. All of the pitch material has been
transposed up a perfect fifth to Bb2, Db3, Gb5, Ab5, Bb5, C6, Db6, Eb6, F6 and Ab6.
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See Figure 133 Traditional Djembefola’s Call transcribed for piano, bar 34
See Figure 136 Retrograde of Djembe 1 accompaniment pattern transcribed for right hand, bars 38-41
275
See Figure 116 Traditional Bell rhythmic pattern from Kpanlogo
276
See Figure 117 Traditional Bell rhythmic pattern transcribed for piano, bars 6-9
274
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Figure 137 Traditional Bell rhythmic pattern transcribed for piano bars, 38-41

9.2.8 Section Seven
The Seventh Section, bars 42 to 45, is similar to the second section, bars 10 to 13. The
right hand features the traditional dancer’s solo 1 rhythmic pattern277 as it is transcribed
for piano278, bars 10 to 13, except all pitch material has been transposed a perfect fifth
higher. The new pitches are represented as: Basses Db6, C6, Bb5, Ab5, G5, F5 and Eb5,
Tones Eb5, F5, Gb5, Bb5, C6 and Db6 and the Tone Flam is represented by an
acciaccatura on Ab5. The pitch material in bars 44 and 45 is retrograde to bars 42 and
43.279

Figure 138 Traditional dancer’s solo 1 transcribed for piano, bars 42-45

The left hand, bars 42 to 45, features the entire traditional Doundounba and
Kenkeni accompaniment rhythm280 as transcribed for piano previously in Section Two,
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See Figure 119 Traditional dancer’s solo 1 Djembefola rhythmic pattern from Kpanlogo
See Figure 120 Traditional dancer’s solo 1 transcribed for piano, bars 10-13
279
See Figure 138 Traditional dancer’s solo 1 transcribed for piano, bars 42-45
280
See Figure 110 Traditional Doundounba and Kenkeni rhythmic pattern from Kpanlogo
278
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bars 10 to 13281 and Section Four, bars 26 to 31.282 The pitches have changed to Bb2,
C3, Db3 and Eb3 for the Doundounba and Eb3, F3, Ab3, Bb3, Db4 and Eb4 for the
Kenkeni. This section uses the same quartal harmonic chord structure for the second
and fourth crotchet beat left hand chords, as featured in right hand, throughout the Fifth
and Sixth Sections, bars 33 to 41.283

Figure 139 Traditional Doundounba and Kenkeni accompaniment pattern transcribed
for piano, bars 42-45

9.2.9 Section Eight
The Eighth Section, bars 46 to 53, is similar to the fourth section, bars 26 to 31. The
traditional Doundounba and Kenkeni rhythmic accompaniment pattern284 as previously
stated in the second section, bars 10 to 13285 and fourth section, bars 26 to 31 is restated.
The pattern is the same as bars 26 to 31286 except transposed down a perfect fourth287
with the pitch material altered to Bb1, Db2, Eb2, Bb2, Db3 and Eb3 for the
Doundounba and F2, Ab2 and Bb2 for the Kenkeni.
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See Figure 118 Traditional Doundounba and Kenkeni accompaniment pattern transcribed for
piano, bars 10-13
282
See Figure 124 Traditional Doundounba and Kenkeni accompaniment pattern transcribed for
piano, bars 26-31
283
Figure 130 Traditional Djembe 1 accompaniment pattern transcribed for piano,
bar 33 for right hand
284
See Figure 110 Traditional Doundounba and Kenkeni rhythmic pattern from Kpanlogo
285
See Figure 118 Traditional Doundounba and Kenkeni accompaniment pattern transcribed for
piano, bars 10-13
286
See Figure 124 Traditional Doundounba and Kenkeni accompaniment pattern transcribed for
piano, bars 26-31
287
Figure 140 Traditional Doundounba and Kenkeni accompaniment pattern transcribed for piano,
bars 46-53
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Figure 140 Traditional Doundounba and Kenkeni accompaniment pattern transcribed
for piano, bars 46-53

The right hand, bars 46 to 53, present the traditional dancers’ sixth solo
rhythm288 previously transcribed for piano289 in bars 26 to 31. The thematic material is
presented in two-bar phrases, except with different pitches. Slaps are represented by
Db4 and Db5 and the Tones Bb4, Db5, Eb5, Fb5, Ab5, Bb5, Db6, Eb6 and F6. The first
four bars are at mezzo forte, the following four bars are presented at forte to add
contrast and build towards the climax290 of the Coda marked at fortissimo.

Figure 141 Traditional dancer’s solo 6 transcribed for piano, bars 46-53

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 126 Traditional dancer’s solo 6 transcribed for piano, bars 26-31
See Figure 9.19 Traditional dancers’ solo 6 transcribed for piano, bars 26-31
290
The gradual increase in dynamic intensity here represents traditionally how much louder the traditional
African Drumming Ensemble would play to match the energy of the dancer as they complete their solo
routine.
289
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9.2.10 Coda
This composition concludes with the Coda, bars 53 to 55, which commences on beat
four of bar 53.291 The traditional Djembefola’s Call292 has been used in both in its entire
and partial form. The first statement, bar 53, beat 4, is a partial Call as previously
transcribed for piano in the fourth section293, bars 31-32. The pitch material has been
transposed a perfect fifth higher, with the Tone Flam represented by Db6, Db5 and Db4,
and the Tones C6, Ab5, C4 and Ab3. The final accented quaver, F5, F4 and F3, is a
non-traditional rhythmic addition.

Figure 142 First statement of partial Djembefola’s Call transcribed for piano, bars 53-54

The second statement, starting on beat two, bar 54,294 is also a partial Call, with
the pitch set transposed down a perfect fifth from the previous, first statement.295 The
new pitches represented are the Tone Flam, Gb5, Gb4 and Gb3 with the Tones F5, Db5,
F3 and Db3. The final accented quaver, Bb4, Bb3 and Bb2, is a non-traditional
rhythmic addition.

Figure 143 Second statement of partial Djembefola’s Call transcribed for piano, bar 54
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 142 First statement of partial Djembefola’s Call transcribed for piano, bars 53-54
See Figure 108 Traditional Djembefola’s Call from Kpanlogo
293
See Figure 127 Partial statement of Djembefola’s Call transcribed for piano, bars 31-32
294
See Figure 143 Second statement of partial Djembefola’s Call transcribed for piano, bar 54
295
See Figure 142 First statement of partial Djembefola’s Call transcribed for piano, bars 53-54
292
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The Third and final statement, starting on beat four, bar 54 to 55, is the entire
traditional Djembefola’s Call296 as transcribed for piano297 in bar 34. The pitch material
appears one octave lower with the Tone Flams represented as Ab4, Eb4, Ab2 and Eb2
and the Tones Bb4, Ab4, F4, Eb4, Bb3, Bb2 Ab2, F2, Eb2 and Bb1. The final crotchet
beat uses the pitches Bb3 and Bb1, marked sforzando with a Foot Stomp, to give this
piece a strong sense of finality.
‘Kpanlogo’s’ tonality transitions between Eb, bars 1 to 13, Gb, bars 14 to 21,
back to Eb bars 22 to 25 and then to Bb, bars 26 to 55.
Bar 1, uses a four-note scale298 of Eb, Ab, Bb, Db and Eb. The notes F, G and C
have been omitted. This features the Djembefola’s Call in the one bar Introduction
section.299 Section One, bars 2 to 9, uses the Aeolian mode on Eb,300 which has the
pitches Eb, F, Gb, Ab, Bb, Cb, Db and Eb.

Figure 144 Four-note scale

Figure 145 Aeolian mode on Eb
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See Figure 108 Traditional Djembefola’s Call from Kpanlogo
See Figure 133 Traditional Djembefola’s Call transcribed for piano, bar 34
298
See Figure 144 Four-note scale
299
See Figure 109 Traditional Djembefola’s Call transcribed for piano, bar 1
300
See Figure 145 Aeolian mode on Eb
297
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Section Two, bars 10 to 13, uses the Dorian mode on Eb301 with the pitches Eb,
F, Gb, Ab, Bb, C, Db and Eb. Section Three, the tonality shifts to Gb in bars 14 to 21,
which uses the Gb natural minor scale,302 Gb, Ab, Bbb, Cb, Db, Ebb, Fb and Gb.

Figure 146 Dorian mode on Eb

Figure 147 Gb natural minor scale

Bars 22 to 25 in Section Three the tonality returns to Eb. A different four-note
scale than that used in bar 1303 is featured with the pitches Eb, F, Gb, Bb and Eb.304 The
pitch notes Ab, C and Db have been omitted. Section Four, bars 26 to 32 uses the sixnote scale305 with the pitches Eb, F, Gb, Ab, Bb, Db and Eb. The note C has been
omitted.

Figure 148 Four-note scale
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See Figure 146 Dorian mode on Eb
See Figure 147 Gb natural minor scale
303
See Figure 144 Four-note scale
304
See Figure 148 Four-note scale
305
See Figure 149 Six-note scale
302
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Figure 149 Six-note scale

Section Five, bars 33 to 37, the tonality shifts to Bb and the eleven-note
chromatic scale306 on Bb with the pitches Bb, B, Db, D, Eb, E, F, Gb, G, Ab, A and Bb
is used. The note C has been omitted.

Figure 150 Eleven-note scale

Section Six, bars 38 to 41, uses the Aeolian mode on Bb307 with the pitches Bb,
C, Db, Eb, F, Gb, Ab and Bb. The rhythmic and thematic material in this section is
similar to Section One, which used the Aeolian mode on Eb.308

Figure 151 Aeolian mode on Bb

Section Seven, bars 42 to 45, uses the Dorian mode on Bb309 with the pitches
Bb, C, Db, Eb, F, G, Ab and Bb. The rhythmic and thematic material in this section is
similar to Section two, which used the Dorian mode on Eb.310
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See Figure 150 Eleven-note scale
See Figure 154 Aeolian mode on Bb
308
See Figure 145 Aeolian mode on Eb
309
See Figure 152 Dorian mode on Bb
310
See Figure 146 Dorian mode on Eb
307
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Figure 152 Dorian mode on Bb

Section Eight, bars 46 to 53, uses a five-note scale311 Bb, Db, Eb, F, Ab and Bb.
The notes C and G have been omitted and the rhythmic and thematic material in this
section is similar to Section Four.312

Figure 153 Five-note scale

The Coda, bars 53 to 55, has two parts. The Partial Djembefola’s Call, bars 53
and 54, use the Aeolian mode on Bb,313 which has the pitches Bb, C, Db, Eb, F, Gb, Ab
and Bb.

Figure 154 Aeolian mode on Bb

The Entire Djembefola’s Call, bars 54 to 55, uses the four-note scale314 Bb, Eb,
F, Ab and Bb. The notes C, D and G have been omitted and the rhythmic and thematic
material in this section is similar to the four-note scale315 used in the Introduction, bar 1.
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See Figure 153 Five-note scale
See Figure 149 Six-note scale
313
See Figure 154 Aeolian mode on Bb
314
See Figure 155 Four-note scale
315
See Figure 144 Four-note scale
312
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Figure 155 Four-note scale

9.3

Performance

‘Kpanlogo’ would suit a Grade 7 to 8 student. The following attributes would present
technical challenge for the performer:
1) Performing polyrhythmic passages particularly in bars 2 to 9, 14 to 31, 36 to
41 and 46 to 53.
2) Articulating the accents and performing the marked dynamics correctly.
3) Articulating the acciaccature clearly in bars 1, 8, 9, 13, 20, 21, 34, 36, 37, 40,
41, 45, 54 and 55.
4) Co-ordinating the cross over of hands for the left hand Bell theme at bars 6 to
9, 18 to 21 and 38 to 41.
5) Attaining the marked tempo, M.M. crotchet = 112 for performance.
‘Kpanlogo’ could be delivered as twelve smaller exercises:
1) Learn the Djembefola’s Call bar 1, Partial Call, bars 31 and 32, 34 and Coda,
bars 53 to 55 with correct articulation hands together.
2) Learn all the statements of the Doundounba and Kenkeni accompaniment
rhythm in left hand bars 2 to 5, 10 to 17, 22 to 31 and 42 to 53 with dynamic
contrasts.
3) Learn all statements of the Bell melody for left hand bars 6 to 9, 18 to 21 and
38 to 41.
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4) Learn the Hybrid Djembe 1 and 2 pattern for right hand bars 2 to 9 and
14 to 25.
5) Learn the dancers’ solo 1 pattern for right hand, bars 10 to 13 and 42 to 45.
6) Combine both hands with these rhythms. Try this in sections:
Introduction plus Section One, bars 2 to 9, then Section Two, bars 10 to 13,
Section Three, bars 14 to 25 and finally Section seven, bars 42 to 45.
7) Learn the dancers’ solo 6 pattern for right hand, bars 26 to 31 and 46 to 53.
8) Combine this pattern with the previously learnt Doundounba and Kenkeni
pattern for left hand, bars 26 to 31 and 46 to 53.
9) Practise the piece in sections including the Partial Call and Coda in Section
four, bars 26 to 32 and Section Eight, bars 46 to 55.
10) Learn the right hand quartal harmonic chords, bars 33 to 41, with dynamic
contrasts.
11) Combine the right hand with the left hand accompaniment and practise
Section Five, bars 33 to 37 and Section Six, bars 38 to 41 hands together.
12) Practise the entire piece including the Foot Stomps.
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Figure 156 Complete score for piano solo ‘Kpanlogo’
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CHAPTER 10

Drumming

10.1 Prologue
‘Drumming’316 is a based on two non-traditional West African rhythms317 that are
frequently used by Ensemble drummers as a warm up exercise for performance, as well
as personal practice to achieve clear definition between the various Djembe318 sounds:
Slap, Tone, Bass and Flam.319 Dynamics are included in the exercise and are changed
upon each repeat of the rhythm.

10.2 Analysis
Technical practice exercises are traditionally performed on either the Djembe or
Kpanlogo drum.320 Each rhythm is used to practice a specific sound. For example: the
First Practice rhythm321 could be played using only Bass sounds with the right hand
playing the accents. On the repeat the left hand would play the accents. This exercise
would be repeated using only Slap strokes, then Tones and finally Flam strokes on the
accents. Finally, the performer could use the rhythm to practice a combination of all the
strokes. The Audio Example from Figure 157 demonstrates the First practice rhythm
using Bass strokes only.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
316

See Figure 171 for the complete score for piano Solo ‘Drumming’.
I was taught this non-traditional rhythm in Ghana by Djembefola, Otto from the Kusun Ensemble, as
an exercise to improve my Djembe technique using only Slaps, Tones, Basses and Flam strokes.
318
See Appendix A for a pictorial representation of the Djembe.
319
Refer back to Chapter 2.2 for a description of these Djembe strokes.
320
See Appendix F for a pictorial representation of the Kpanlogo drum.
321
See Figure 157 First practice rhythm for Djembe using only Bass strokes
317
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Figure 157 First practice rhythm for Djembe using only Bass strokes
Audio Example from Figure 157

Figure 158 First practice rhythm for the Djembe using Bass and Tone strokes
Audio Example from Figure 158

The Audio Example from Figure 158 demonstrates the combination of Bass and Tone322
strokes played on the Djembe for the First practice rhythm. This rhythm has been
directly transcribed for piano323 bars 1 to 6, with the right hand playing all of the
accented notes. The pitch material consists of C4 and D4 in the right hand and G3 and
A3 in the left hand representing the Basses. The Tones are played one semitone higher
using the pitches, Db4 and Eb4 in right hand and Ab3 and Bb3 in the left hand. The
chromatic shift represents the change in Djembe stroke.

Figure 159 First practice rhythm transcribed for piano, bars 1-2
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Figure 158 First practice rhythm for the Djembe using Bass and Tone strokes
See Figure 159 First practice rhythm transcribed for piano, bars 1-2

"$'!

The dynamics are altered on each repeat of the two bar rhythmic pattern; bars 1
to 2 are at forte, bars 3 and 4 are piano, followed by bars 5 and 6 back to forte.324 This
represents the way in which you would practice these dynamics contrasts literally on the
drum.

Figure 160 First practice rhythm transcribed for piano, bars 1-6

Figure 161 First practice rhythm for Djembe using Slap and Tone strokes
Audio Example from Figure 161

The Audio Example from Figure 161 demonstrates the First practice rhythmic
pattern325 with a different combination of Djembe sounds, Slap and Tone strokes.326
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See Figure 160 First practice rhythm transcribed for piano, bars 1-6
See Figure 157 First practice rhythm for Djembe using only Bass strokes
326
See Figure 161 First practice rhythm for Djembe using Slap and Tone strokes
325
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This rhythm has been directly transcribed for piano,327 bars 8 to 14, with the right hand
again playing all of the accented notes. The new pitch material consists of Slaps for D4
and E4 in right hand and A3 and B3 in left hand. However, the Tones remain the same
with Db4 and Eb4 in right hand and Ab3 and Bb3 in left hand.

Figure 162 First practice rhythm transcribed for piano, bars 8-9

Similarly to bars 1 to 6,328 bars 8 to 13,329 follow the same dynamic pattern of forte for
the first statement, piano for the second statement and back to forte for the final
statement.

Figure 163 First practice rhythm transcribed for piano, bars 8-13
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See Figure 162 First practice rhythm transcribed for piano, bars 8-9
See Figure 160 First practice rhythm transcribed for piano, bars 1-6
329
See Figure 163 First practice rhythm transcribed for piano, bars 8-13
328
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The second practice rhythm330 for Djembe or Kpanlogo, would be performed
similarly to the first rhythm.331 The Audio Example from Figure 164 demonstrates this
exercise using Bass strokes only on the Djembe.

Figure 164 Second practice Rhythm for Djembe using only Bass strokes
Audio Example from Figure 164

Figure 165 Second practice rhythm for Djembe using Bass and Tone strokes
Audio Example from Figure 165

The Audio Example from Figure 165 demonstrates the Second practice
rhythm332 using the following combination of Bass and Tone strokes on the Djembe.
This rhythm has been transcribed for piano, bar 7,333 with the right hand still playing all
of the accented notes. The pitch material is the same as previously presented in bars 1 to
6.334 This rhythmic pattern has been used to create rhythmic variety and a smooth
transition to the new pitch material that appears in bar 8.335
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See Figure 164 Second practice rhythm for Djembe using only Bass strokes
See Figure 157 First practice rhythm for Djembe using only Bass strokes
332
See Figure 164 Second practice rhythm for Djembe using only Bass strokes
333
See Figure 166 Second practice rhythm transcribed for piano, bar 7
334
See Figure 160 First practice rhythm transcribed for piano, bars 1-6
335
See Figure 162 First practice rhythm transcribed for piano, bars 8-9
331
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Figure 166 Second practice rhythm transcribed for piano, bar 7

The Second practice rhythm336 has been used again with a different combination
of Djembe sounds. The Audio Example from Figure 167 demonstrates this rhythm
using only Slap and Tone strokes on the Djembe.

Figure 167 Second practice rhythm for Djembe using Slap and Tone strokes
Audio Example from Figure 167

This rhythm has been directly transcribed for piano, bar 14,337 with right hand still
playing all of the accented notes. The pitch material is the same as previously featured
in bars 8 to 13.338

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
336

See Figure 167 Second practice rhythm for Djembe using Slap and Tone strokes
See Figure 168 Second practice rhythm transcribed for piano, bar 14
338
See Figure 163 First practice rhythm transcribed for piano, bars 8-13
337
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Figure 168 Second practice rhythm transcribed for piano, bar 14

This rhythmic pattern has been used to create both rhythmic variety and a
smooth transition to the Coda in bar 15.339 This piece concludes with a variation on both
practice rhythms using the Bass pitch material, C4 and D4 in right hand and G3 and A3
in left hand. Both hands play the final three notes together. This is to represent how you
would perform the Bass Flam340 stroke on the Djembe.

Figure 169 Combination of Practice rhythms transcribed for piano, bar 15

The tonal centre of ‘Drumming’ is G, as G is the lowest note that it commences
and concludes on. The key signature is C major to make it easy to read the chromatic
shift to flats. This piano solo uses a ten- note scale341 G, Ab, A, Bb, B, C, Db, D, Eb and
E, to avoid a sense of Western major/minor tonality. This scale is similar to a G
chromatic scale without the notes F and F#.
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See Figure 169 Combination of practice rhythms transcribed for piano, bar 15
A Bass Flam is where both hands play in the centre of the Djembe’s skin. In this case both hands
would play Bass strokes, with one hand landing on the skin just before the other.
341
See Figure 170 Ten-note scale
340
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Figure 170 Ten-note scale

10.3 Performance
This composition would suit a Preliminary grade student. The following attributes
would present technical challenge for the performer:
1) Feeling the crotchet rest on beat 4, bars 7 and 14.
2) Articulating the accents and performing the marked dynamics correctly.
3) Making a smooth rhythmic transition from bars 7 to 8 and 14 to 15.
4) Attaining the tempo marking, M.M.=208 plus speed for performance.
‘Drumming’ could be delivered by the teacher as eight smaller exercises:
1) Learn to tap on your lap Practice rhythm 1 starting with right hand and using
correct accents.
2) Translate this rhythm to the keyboard for bars 1 and 2.
3) Shift the hand position and translate the rhythm to the keyboard for bars
8 and 9.
4) Learn to tap on your lap Practice rhythm 2 starting with right hand and using
correct accents.
5) Translate this rhythm to the keyboard for bar 7.
6) Shift the hand position and translate the rhythm to the keyboard for bars 14.
7) Learn to tap on your lap the combination of Practice rhythms in the final bar
starting with right hand and using correct accents.
8) Translate this rhythm to the keyboard for bar 15.
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Figure 171 Complete score for piano solo ‘Drumming’

!

"%$!

CHAPTER 11
Conclusions

11.1 Prologue
The purpose of this Chapter is to summarise the folio as a whole, as well as to provide
comparisons of all original compositions and to discuss the synthesis of the four main
roles of composer, performer, sound engineer and piano examiner.
Table 1342 provides a comparison of all piano compositions from the Folio. It is
divided into five main headings that encompass ten musical elements: the Grade or
Level of each piece, the Tonal Centre, Key Signature, Time Signature, Scales, Modes,
Harmony, Tempo, Rhythm and Structure, which will be discussed as the harmonic
language in further detail throughout this chapter.

11.2 Tonal Centres, Key and Time Signatures
The tonal centres are not organised to an overall scheme. However, they are used to
reflect the grade level of the student. As the level of the performer progresses so does
their exposure to key signatures with more flats and sharps. The key signatures used for
the various pieces are there to assist the performer. However, they don’t always suggest
that the piece is in the key that is indicated by the key signature due to modal variants.
For example, whilst ‘Drumming’$%$ uses the key signature of C major, the tonal centre
is G with a number of chromatic accidentals. ‘Woima’$%% also uses the key signature of
C major but moves between the tonal centres of G, C then back to G. The key signature
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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See Table 1 on pages 150-151
See Figure 171 for the Complete score for ‘Drumming’
344
See Figure 59 for the Complete score for ‘Woima’
343
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of C major was selected for the ease of reading the chromatic decorations around the
simple outline, for the performer. ‘Sungurunbanin’$%& uses the B minor key signature,
even though the tonal centre is E. On the other hand, ‘Kpatsa’$%' has a key signature of
Db major and the tonal centre is Db throughout the piece. All of these pieces have the
absence of the interval of a third, thus giving no Western sense of a major or minor key
signature.
‘Drumming’ has the time signature of 7/4 to represent the two Practise rhythmic
patterns for either Djembe or Kpanlogo drums. ‘Koteba’$%( also uses the time signature
of 6/4 in the middle section for contrast. ‘Yankadi’$%) and ‘Sungurunbanin’ are
predominantly in 12/8 time, with ‘Kpatsa’, Kpanlogo, ‘Woima’, ‘Koteba’ and
‘Macru’!"# use the time signature of 4/4 either for part or the entire composition.

11.3 Scales and Modes
A variety of scales and modes have been explored in this folio of works. Half of the
compositions use various forms of the chromatic scale. ‘Koteba’ features both the
complete twelve-note chromatic scale on F and C#, which means that the performer has
covered all of the pitches in flats and sharps. ‘Kpanlogo’ and ‘Drumming’ feature an
incomplete chromatic scale, eleven-note on Bb and ten-note on G respectively, whilst
‘Kpatsa’ uses both the complete twelve-note chromatic scale on Db and the ten-note on
Db. The Aeolian mode on A is used in ‘Yankadi’ to provide a sound that is not A minor,
the use of G instead of the G#. ‘Macru’ uses the same Aeolian mode on A, except
without the note F, to provide a linkage in sound between the two pieces, and to
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See Figure 76 for the Complete score for ‘Sungurunbanin’
See Figure 107 for the Complete score for ‘Kpatsa’
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See Figure 41 for the Complete score for ‘Koteba’
348
See Figure 6 for the Complete score for ‘Yankadi’
349
See Figure 20 for the Complete score for ‘Macru’
346

!

"%&!

represent the traditional link in their performance by an African Drumming Ensemble.
Selective pitch scale groupings have been used in many of the pieces to filter pitches for
the end resulting sound to be non-Western sounding. ‘Woima’ uses four and seven-note
scales which filter the pitches F, G#, A and A#, whilst ‘Sungurunbanin’ uses a six note
scale to filter F, G#, C, C#, D and D#. ‘Kpanlogo’ features a variety of modes and
scales in its Eight Sections. When using the six, five and eleven-note chromatic scales,
the pitch note C, has been filtered for sound. The higher graded pieces feature more
scales and modes in each piece.

11.4 Harmony
‘Drumming’ and ‘Woima’ both feature the interval of a second, with chromatic
movement. ‘Drumming’, ‘Woima’, ‘Kpatsa’ and ‘Sungurunbanin’ all have the absence
of the interval of a third, so that a Western sense of major and minor tonality can be
avoided. Quartal chords have been used in the higher graded works such as
‘Sungurunbanin’, ‘Kpatsa’ and ‘Kpanlogo’. ‘Macru’ is harmonically based around the
movement from an A minor chord to a G major chord. The definition of the interval of a
third can be heard in ‘Yankadi’, ‘Macru’, ‘Koteba’ and ‘Kpanlogo’ giving these pieces a
greater sense of Western tonality. Repeated octaves with intervals of a perfect fifth are
featured in both ‘Kpanlogo’ and ‘Macru’ to create an open sound. ‘Koteba’ uses a sixnote chromatic motif, which is presented in a canonic or fugal style with imitation
between the entries in each hand.
Harmonically as the pieces increase with graded difficulty, the performer is
exposed to a sense of major and minor western tonalities, fugal styles and finally the
sound of progressions using quartal and quintal chords that take the performer/ listener
away from conventional western harmony.
!
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11.5 Tempo and Rhythm
All of the piano solos are based on traditional West African Drumming Ensemble
rhythms, with the exception of the piece ‘Drumming’. The marked tempo that appears
on each score is very close to the tempo in which these traditional Drum rhythms would
be performed. ‘Drumming’ is based on a Practise warm up exercise for speed and
technique enhancement, hence the direction M.M. crotchet = 208 plus. The goal is for
the performer to be able to perform this as fast as possible on the piano using their
second and third fingers on each hand.
Body percussion is featured in three of the pieces to provide timbral variety and
an opportunity for further levels of rhythmic coordination during piano performance.
‘Woima’ and ‘Kpanlogo’ feature Foot Stomps, whilst ‘Kpatsa’ requires Hand Claps.
‘Woima’ and ‘Drumming’ are the only two pieces that don’t expose the performer to the
Djembefola’s traditional Call.
The first five pieces explore between two to four different rhythmic patterns,
whereas the higher graded pieces, ‘Sungurunbanin’, ‘Kpatsa’ and ‘Kpanlogo’ use
between five to nine traditional patterns making them more rhythmically complex and
challenging for the performer.

11.6 Structure
There is an incremental approach in the structure of the pieces whereby the earlier
graded solos utilise simpler structures, such as Binary, Double Binary, Rondo and
Ternary, and the higher graded pieces deal with larger formats and episodic sections.
Additionally, the compositions are shorter in length for the lower grades (for example,
‘Yankadi’) in comparison with the higher graded pieces such as ‘Kpatsa’ and
‘Kpanlogo’.
!
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11.7 Synthesis of the four roles
Teaching and performing on both piano and African drums has led to an interest in their
synthesis. My exploration of traditional West African Drumming rhythms has led me to
compose a total of eight compositions for this folio. These have been performed,
recorded and mixed by me for potential distribution to a wider audience.
This total package includes a CD recording of the eight graded piano solos,
along with examples of the traditional rhythmic sources performed on traditional
African instruments. The piano scores are available at a publishable level with
accompanying teaching notes (that appeared at the end of each Performance section for
the analysis). The literal use of rhythms has not resulted in these compositions
sounding like a group of exercises. Instead, they are all stand-alone short works that
reflect the African music genre in a stylistically authentic way.
The completed folio of eight original piano compositions informed by West
African Drumming rhythms has been distributed amongst my examining and teaching
colleagues and has received positive feedback to date.$&+ Seven of the Piano solos
were constructed using literal transcriptions of traditional rhythms performed by West
African Drumming Ensembles. The eighth piece ‘Drumming’ takes a slightly different
direction and a less literal expression that points to further compositional opportunities.
There are many more traditional West African rhythms to investigate and avenues for
future compositional and pedagogical research to explore. The project “West African
Drumming Rhythms in Contemporary Piano Music” has challenged me to think about
music composition in a different way from the traditional expression of African
pianism, by taking a more literal approach. The aim has been to create a fruitful
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combination of performance, recording and composition, which forms a coherent,
overall package.
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Table 1 Comparison of all piano compositions from the Folio

TITLE & GRADE
LEVEL

DRUMMING
PRELIMINARY

YANKADI
GRADE 1 – 2

MACRU
GRADE 2 - 3

KOTEBA
GRADE 3 - 4

WOIMA
GRADE 4 - 5

!

TONAL
CENTRE
KEY & TIME
SIGNATURES

SCALES &
MODES

HARMONY

TEMPO &
RHYTHM

STRUCTURE

C major key
signature
suggested with a
Tonal centre of
G
7/4 time
signature

Ten-note scale
chromatic with
no F or F#

Intervals of
2nds with
chromatic
movement by
semitones
No 3rds avoids
Western
major/minor
tonality

Crotchet = 208+
As fast as
possible
Non traditional
rhythms used:
Practise
Djembe1and
Practise
Djembe 2

Binary (AB)
with 4 x 2bar
phrases per
Section

A minor key
signature
suggested with a
Tonal centre of
A
12/8 time

Aeolian mode
on a A
ABCDEFGA

Some 3rds used
suggests a
Western A
minor tonality

Dotted crotchet
= 120
Djembe 1 acc
Djembefola Call

Intro +
Double
Binary form
(ABAB)

A minor key
signature
suggested with a
Tonal centre of
A
4/4 time

Six-note scale
ABCDEGA no
F used

Crotchet = 200
Djembefola Call
Dundounba
Djembe 1 acc
Djembe 3 acc

Rondo form
(ABAC)

F minor key
signature, then
modulates to Db
major, then to
Db minor (via
accidentals)
then to C#
minor
Mostly in 4/4
time but has
some 6/4 bars

F and C#
Aeolian scales
with chromatic
passing notes
Db Major scale
Six-note scale
(similar to Db
harmonic
minor)
DbEbFbAbAC
Db with no Gb
A used instead
of Bbb

Moves between
A min and G
maj chords and
uses 5ths, 3rds
& unison
octaves with
some Western
tonality
Fugal /canonic
Statements
Six-note motif
throughout
Highly
Chromatic
The B section
has definite
major/minor
tonality

Crotchet = 160
Djembefola Call
Dancer Solo 1

Ternary
(ABA) +
Coda

C major key
signature but
Tonal centre of
G, C then G
again
4/4 time

Four-note scale
GC#DD#
Seven-note
scale
CDbDEbF#GG

Intervals of
2nds
No 3rds used
No major/minor
Western tonality
Chromatic
decorations
around a simple
outline

Crotchet = 160
Doundunba
Kenkeni
Djembe 2 acc
*No
Djembefola Call
used
*Foot Stomps
used

Ternary
(ABA)
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SUNGURUNBANIN
GRADE 5 - 6

KPATSA
GRADE 6 - 7

KPANLOGO
GRADE 7 - 8

!

B minor key sig
used with a
diatonic minor
mode built on E.
11/8 time sig
used for the Into
& Coda 12/8
time used for
the rest of the
piece

Six-note scale
EF#GAA#B

Quartal chords
used with 8ves
& 5ths
No 3rds used
No major/minor
Western tonality

Dotted crotchet
= 84
Djembefola Call
Dundounba
Dun’s Bell
Djembe 1 acc
Djembe 3 acc

Intro +
Double
Binary
(ABAB) +
Coda

Db major key
signature
suggested but
the Tonal centre
is Db
4/4 time
signature mostly
sometimes a 2/4
bar

Ten-note
chromatic scale
DbDEbEFGbG
AbABb with no
B or C
Gb major
Gb pentatonic
scale on Db
DbEbGbAbBb
Db chromatic
scale

Quartal and
Quintal chords
used
Unison 8ves &
No 3rds used
No major/minor
Western tonality

Crotchet = 116
Djembefola Call
Djembe 1 acc
Djembe 2 acc
Dancer Solo 1
Dancer Solo 3
Bell pattern
*Hand Claps
used

Four Sections
each begins
with entire of
partial entry
of Call.

Eb minor,
Gb major,
Eb minor then
Bb minor key
signatures used
4/4 time
signature
throughout

Five-note scale
EbAbBbDbEb
with no F, G or
C
Aeolian mode
on Eb
Dorian Mode on
Eb
Gb natural
minor
Five-note scale
EbFGbBbEb
with no Ab, C
or Db
Seven-note
scale
EbFGbAbBbDb
Eb with no Cbb
Eleven-note
chromatic scale
BbBDbDEbEF
GbGAbABb
with no C
Aeolian Mode
on Bb
Dorian mode on
Bb
Six-note scale
BbDbEbFAbBb
with no C or G
Five-note scale
BbEbFAbBb

Quartal
harmonies,
unison 8ves &
5ths
sus4 chords
Some
occassional 3rds
may hint at
major/minor
Western tonality
traditions

Crotchet = 112
Djembefola Call
Djembe 1 acc
Djembe 2 acc
Dancer Solo 1
Dancer Solo 6
Bell pattern
Dun & Kenkeni
together
*uses a hybrid
rhythm of
Djembe 1&2
*Foot Stomps
used

Intro +
Eight sections
s+ Coda
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APPENDIX M: Preliminary Research concerning Indigenous African composers
Nkeiru Okoye, Halim El-Dabh and Isak Roux

Preliminary Research

The purpose of this preliminary research project is to gain some insight into the musical
language of a small selection of prominent Indigenous African composers. This study is
an analysis of three recent solo piano works: Lullaby by Isak Roux, Dancing Barefoot
in the Rain by Nkeiru Okoye and Soufiane by Halim El-Dabh. I have chosen these
particular composers to give a cross section of current pianistic composition from Natal
(South Africa), Nigeria (West Africa) and Egypt (North Africa) respectively.
The term “African Pianism” is an important term that was coined by Akin Euba
in the 1970s. (Uzoigwe:1983). Five features that Euba (1993,11) identifies for an
African pianistic style are:
1) Thematic repetition
2) Borrowing of rhythmical and/or tonal thematic material from African
traditional sources.
3) The use of rhythmical and/or tonal motifs, which although not borrowed from
specific sources, are based on traditional idioms.
4) Percussive treatment of the piano
5) Making the piano behave like African instruments.
The three pieces for analysis appear in Chapman Nyaho’s Piano Music of the African
Diaspora – the Complete Edition (2009).351 Whilst this collection doesn’t overtly
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
351

These three scores also appear in Piano Music of Africa and the African Diaspora Volume 1
(Chapman Nyaho: 2007)
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exemplify African pianism, it is the most comprehensive guide of graded piano solos
written by Indigenous composers from Africa and the African Diaspora currently
available. In the course of this analysis White’s (1976) subheadings have been used to
order the material.352

LULLABY
Analysis
Lullaby353 is from a set of eight Preludes in African music, which were composed from
1992 to 2000 by South African composer Isak Roux, student of Kevin Volans. This
particular piece was written in 1992. Similarly to Norton’s Latin Preludes (1990), each
prelude is treated as a stand-alone work. The title Lullaby seems to hold a fairly
universal meaning and appears throughout all periods of art music. According to Sadie
(1988: 444) a lullaby is a “quiet composition of a lulling character with repeated
formulae.”

Rhythm
This piece contains an unusual metric cycle of time signatures. The A section, has an
additive approach as bars 1 to 3 have the time signatures 6/8, 7/8 and 8/8 which increase
by one quaver’s value for each new bar. Bar 4, is in 5/8 time and serves to start the
cycle over again, noting the repeat sign. The cycle repeats for bars 5-8. Bar 8, is also in
5/8 time and acts as forward rhythmic motion to lead into the B section, Bars 9-12,
which have the time signatures 6/8, 7/8 then 5/8. This cycle repeats again for bars 13 –
16. Bar 16, is in 5/8 and sets up the same link as mentioned for Bar 8. The A section,
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
352

The four subheadings: Rhythm, Melody, Harmony and Sound will be used.
Lullaby score from Piano Music of Africa and the African Diaspora Volume 1 (Chapman Nyaho,
2007:23)
353
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returns with the same cycle of time signatures for the final four bars 6/8, 7/8, 8/8 then
5/8.354

Example 1 Full score of Lullaby - Cycle of time signatures Bars 1-20

The A section’s three independent melodic lines demonstrate a superimposition of
different rhythmic patterns used simultaneously, which according to Dolmetsch,355
means that this piece can be classified as polyrhythmic. The Soprano and Alto parts are
hocket-like, by Karolyi’s356 definition.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
354

See Example 1 Full Score of Lullaby - Cycle of time signatures Bars 1-20 (Chapman Nyaho:2007,23)
Dolmetsch Online Music Dictionary http://www.dolmetsch.com/defsp2.htm Accessed 6/7/2010
356
According to Karolyi (1998:24) the “rhythmic entries are generally staggered in entry due to rests,
whilst some rhythms occur simultaneously.”
355
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Melody
The A section, Bars 1 to 8357 outlines the main melodic theme as a four bar repeated
pattern featured in the pianist’s left hand with the range of a major sixth, from D3 to B3.
There are four short melodic phrases, despite the phrase markings. The first: B3, A3
concluding with a descending leap of a Perfect 5th to D3, the second, B3, G3, A3
concluding with a descending leap of a Perfect 4th to E3, the third, A3, G3 concluding
with a descending leap of a minor 3rd to E3, the fourth: E3, G3, E3 concluding with a
descending leap of a major 2nd to D3 and concluding on the!I@5?8@M!This creates a
descending intervallic pattern 5, 4, 3, 2 to 1 with the subtraction of an interval each
time, as opposed to the adding of the quaver beat to the value of each bar.

Example 2 A Section - Thematic material Bars 1-8 from Lullaby

Bars 17 to 20,358 are an exact recurrence of this melodic material except this time there
are only the four bars without the repeat, suggesting a modified Ternary A, A, B, A
structure.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
357
358
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See Example 2 A section – thematic material Bars 1-8
See Example 3 A Section - Identical thematic material Bars 17-20
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Example 3 A Section - Identical thematic material Bars 17-20

If we consider the notes that are used in this theme: D, E, G, A and B one could deduce
that this is a major pentatonic scale starting on the 4th note, which is D. When
rearranged to the pattern of: G, A, B, D, E and G it becomes obvious that it fits with the
second of the Anhemitonic Pentatonic359 scale type that Nketia states are commonly
used within traditional African music.

Example 4 Anhemitonic pentatonic forms

The B section, bars 9 to 16,360 demonstrates a contrast in melodic material. The range of
the melody is a minor 7th,E3 to D4. Notice that the melody is still the lowest part played
by the left hand. However, this material is!copied in unison two octaves higher in the
treble clef by the right hand. The phrases here are more elongated than in the A section.
Counter melodic material appears in the middle voicing’s use of perfect 5ths A4 and E5,
G4 and D5 in bar 9, then in bar 10, a major 6th D4 and B4, perfect 5th E4 and A4 then a
minor 6th, B3 and G4. Bar 11, repeats the use of perfect 5ths A4 and E5, concluding in
bar 12, with perfect 4ths, F#4 and B4, E4 and A4 to a perfect 5th A4 and E5.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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360
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See Example 4 Anhemitonic pentatonic forms screenshot from Nketia (1974:118)
See Example 5 B Section - thematic material Bars 9 - 16 !
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Example 5 B Section - thematic material Bars 9-16
!
!

There is also a sense of polyphony displayed in the A sections when comparing the
counter melodic material in the right hand’s soprano and alto parts361 against the
melodic line featured in the bass.
!

!

Example 6 A section - Counter melodic material Bars1-8
!
!
Sadie (1988) defines one of the typical characteristics of a lullaby as a descending
melodic line. This is an attribute characteristic of Roux’s composition.

Harmony
The structure could be categorised as a Ternary song form for at least 4 voices opening
with a repeated verse, followed by the chorus and reappearance of the first verse. A
tenor voice sings the main melody in the bass throughout the piece, whilst the soprano
and alto voice’s countermelody weaves a complex texture. By way of contrast, the
chorus has the tenor and soprano in unison, giving a more vertical homophonic
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
361
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See Example 6 A section - Counter melodic material Bars1-8
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approach with two alto voices also rhythmically in unison providing accompaniment.
This piece has a tonal centre of D. With the use of the pentatonic scale it is difficult to
account for every chord, as many are structured using Perfect 4ths and 5ths, quartal and
quintal harmonies. The following is a 4 bar harmonic analysis for the A section. This is
taken from the melody in the bass clef.362
!
Bm Asus D / G Asus4 Em / Asus4 Em Em7 / Em7 Dsus2 G/D(no 3rd) /

The following 4 bars of the B section363 are as follows:
D*364 Bsus4 D G/B

/

G/A G* G/A G* E* Em

/

E* Dsus2 E* Dsus2 /

A* A6/9(sus4) A* /
!
There is an unresolved cadence point, I -IV movement at the end of the A section, in
bars 4 and 8. This occurs again in the final bar of the piece leaving openness. There is
also a strong dominant to tonic movement from the end of the B section, bar 16, to the
start of the A section, in bar 17.

Sound
This piece was composed for solo Piano. As one would expect a lullaby to be lilting, it
is gentle and slow in tempo. The directions Lento e molto rubato appropriately suggest
for the performance of this piece to be at a slow tempo, M.M. quaver = 72 beats per
minute, with much stretching/freedom of time.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!

See Example 6 A section - Counter melodic material Bars1-8 !
See Example 5 B Section - thematic material Bars 9 - 16
364
* denotes no third or fifth note in the chord.
362
363
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There are limited dynamic contrasts to be made in performance with markings from pp
to mf. The left hand melody is to be more prominent in the A sections with a dynamic
marking of mp. The right hand melodies marked at p with the direction tenendo il canto
meaning to sustain the melody. A sense of legato would also be achieved by using the
sustain pedal tastefully throughout as suggested by the term con Ped.
For slight dynamic contrast in the B section, both of the outer melodic material is to be
more pronounced played at a marking of mf with the inner countermelodic material
played at mp.
The Verse returns slowing down in the final bar with the direction, rit. and
pausing on the final note, lunga. Nyaho (2009: xii) suggests that this piece follows the
“structure of a typical Zulu folk song”.

DANCING BAREFOOT IN THE RAIN
Analysis
Dancing Barefoot in the Rain365 sounds like a title one would expect to find from the
impressionist piano works of Claude Debussy. Okoye states in her online biography366
(2009) that this piece reflects the times she spent as a child playing with her friends in
the rain at Enugu, South East Nigeria. This is the first piece from a suite entitled African
Sketches, which comprises three pieces written from 2007 to 2009.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
365

Dancing Barefoot in the Rain score from Piano Music of Africa and the African Diaspora Volume 1
(Chapman Nyaho, 2007:20-22)
366
Nkeiru Okoye’s Online Biography, 2009, Accessed 7/7/2010,
http://www.nkeiruokoye.com/Nkeiru_Okoye_Home_Page/Home.html !
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Rhythm and Melody
Both the rhythm and melody play a crucial role in providing performance and auditory
interest. This piece has been constructed using a series of motifs that reappear
throughout the piece. The opening bar, which I will refer to as the Introductory
figure,367 is in 5/8 time. It consists of parallel fourths played by the right hand, with an
accent on the last beat of the first rhythmic grouping.!!
!

!
Example 7 Introductory figure, bar 1
!
!
In bar 7,368 there is an additional accent on the fifth beat of the bar.

!

Example 8 Introductory figure, bar 7

This figure at bar 18,369 with a slight variation. The time signature has changed from
5/8 to 3/4 displacing the rhythm by one quaver beat. Rests have been used on the first
and third beats.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
367

See Example 7 Introductory figure, bar 1!
See Example 8 Introductory figure, bar 7 !
369
See Example 9 Introductory figure, bar 18 !
368
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!

Example 9 Introductory figure, bar 18
!
!
!

There is also a descending melodic pattern added to the accompaniment, which will be
discussed later. The Introductory figure reappears in its original 5/8 time without left
hand melodic material again in bar 37370. The quaver rest remains on beat 3.

!

!

Example 10 Introductory figure, bar 37
!
!
A modified version of this figure occurs at bar 43 in 4/8 time. The pitch has moved an
octave higher and the rhythm is retrograde with a quaver omitted.

!

!

!
Example 11 Introductory figure, bar 43
!
!
The main motif used throughout this piece appears across the various changing time
signatures. Example 12 shows this motif as it first appears following the Introductory

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
370

!

See Example 10 Introductory figure, bar 37
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figure at bar 2. It begins with a quaver rest on the first beat and the accent is the tenuto
parallel fourths, Eb4 and Ab4, beat two.

Example 12 Main motif, bar 2

Example 13 demonstrates the main motif as it is repeated across time signature changes:
3/4 to 5/8, 3/8 and then back to 5/8 from bars 2 to 6.

!

!

!

Example 13 Main motif, bars 2-6!
!
!
From bars 8 to 12,371 the main motif repeats. Bars 8 to 10 use identical pitch and
rhythmic material to that of bars 2 to 4.372 In bar 11 the time signature has changed to
5/8 and the final notes Gb4 and Db4, in parallel fourths now tied. There is a new
descending motif in the bass from bars 9, 11 and 12, which will be discussed later.

!

Example 14 Main motif bars 8-12

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
371
372
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See Example 14 Main motif, bars 8-12
See Example 13 Main motif, bars 2-6
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In bars 19 to 22 the main motif appears similarly to bars 2 to 6.373 The exceptions are
the added bass melodic material and final beat crotchet rest.

!

!

Example 15 Main motif, bars 19-22
!

The Main motif appears again in 5/8 time in bar 23, then imitated an octave higher in
bar 24.

!

!

Example 16 Imitation of Main motif, bars 23-24
!
!
Example 17 outlines the further appearances of the Main motif, in its original form, at
bars 27, 29, 38, 39 and 40.

!!

!

!!

!!

!!

!

Example 17 Original form appearance of Main motif, bars 27, 29, 38, 39 and 40
!
!

!
!
Example 18 highlights the experimentation with the main motif by adding more
melodic and rhythmic material. By repeating beats 2 and 3, beats 4 and 5 have been
created.
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
373
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See Example 13 Main motif, bars 2-6
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Example 18 Experimentation with the Main motif, bar 31

Further experiments with the main motif by subtracting melodic and rhythmic
material374 continue in bars 33 and 41. The final notes Gb and Db, that appeared in the
treble, bars 2 to 4, 6, 8 to 12, 19 to 24, 27, 29, 38 to 40, have been replaced by rests
giving a sense of rhythmic displacement. Also, note the change in time signature from
5/8 to 4/8 between these examples.

Example 19 Experimentation with the Main motif, bars 33 and 41

Further experimentation with this Main motif occurs, when it is subtracted yet again to
its minimal form, in bar 34, in 2/8 time, bar 42, in 5/8 time and finally in bar 44, in 4/8
time.

Example 20 Further Subtraction of the Main motif, bars 34, 42 and 44

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
374
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See Example 19 Experimentation with the Main motif, bars 33 and 41
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A new melodic motif375 is introduced in the treble, bars 14 to 15, using the pentatonic
scale, with the exception of the grace note, A5 natural. It appears in 5/8 time, with an
anacrusis. The emphasis is placed on the third note, Eb5, as a crotchet beat providing
rhythmic syncopation.

Example 21 New Melodic motif introduced bars 14-15

The new Melodic motif is developed376 in bars 26 to 36. Example 22 demonstrates the
motif with the same melodic pitches, but the rhythmic pattern has been shortened. The
time signature is 5/8 and all rhythmic values are now quavers. Eb5 is marked staccato,
taking the previous emphasis as a crotchet value in bar 15, away. This motif appears in
both bars 26 and 36.

Example 22 New Melodic motif with changes in rhythm bars 26-36

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
375
376
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See Example 21 New Melodic motif introduced bars 14-15 !
See Example 22 New Melodic motif with changes in rhythm bars 26-36

"))!

This new melodic motif is transformed when it appears in 6/8 time pushing the
emphasis onto the fourth note Bb in the melody at bars 28, 30 and as the final statement
in bar 47377 an octave higher in pitch.

Example 23 New Melodic motif – further changes in rhythm Bars 28, 30 and 47

Apart from the Introductory figure, main motif and the new melodic motif there is a
melodic and rhythmic ostinato that features throughout this piece. The figure first
appears in 5/8 time378 with similar quaver grouping of 3:2 to the Introductory figure and
main motif when they appear in 5/8 time.

Example 24 Rhythmic and Melodic Ostinato, bar 12

The ostinato Ab, Eb, Ab consists of intervals in a descending pattern of Perfect 4th and
5th, followed by an ascending pattern Gb and Db a Perfect 5th. This pattern is repeated
six times from Bars 12 to 17 in the bass.379

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
377

See Example 23 New Melodic motif – further changes in rhythm Bars 28, 30 and 47
See Example 24 Rhythmic and Melodic Ostinato, bar 12
379
See Example 25 Rhythmic and Melodic Ostinato, bars 12-17
378
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Example 25 Rhythmic and Melodic Ostinato, bars 12-17

This pattern appears again in Bar 22380 with the final note descending to Db creating an
interval of Perfect 4th, then again in Bar 26 with alterations to the pitch of the final three
notes Gb, Db and Bb ascending in a series of intervals: Major 6th, Perfect 5th then Major
6th.

Example 26 Rhythmic and Melodic Ostinato variations, bars 22 and 26

Okoye uses pitch patterns that descend in Perfect 4ths and 5ths as accompaniment
figures throughout this piece. In Bars 9, 11, 21 and 40 there is a motif based on
descending 4ths of Ab, Eb and Bb.381

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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26 Rhythmic and Melodic Ostinato variations, bars 22 and 26 !
27 Motif based on descending 4ths Bars 9, 11, 21 and 40
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Example 27 Motif based on descending 4ths, bars 9, 11, 21 and 40

This motif appears again with slight variations in Bar 20 and in Bar 39 with the note Ab
instead of previously stated Bb as demonstrated in Example 28.

Example 28 Variations to Motif based on descending 4ths, bars 20 and 39

There is also a motif based on ascending Perfect 5ths first appearing in Bar 25 with the
notes Gb, Db, Ab and Eb in quavers.382 This is a retrograde pattern of Bar 20.383

Example 29 Motif based on ascending 5ths, bar 25

This motif is repeated with rhythmic augmentation to the final two notes in Bars 35-36.
It is then stated again similarly as in Bar 25 although an octave higher in pitch with the
addition of the two notes Ab and Eb in Bars 45-46.384

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!

29 Motif based on ascending 5ths, bar 25 !
28 Variations to Motif based on descending 4ths, bars 20 and 39 !
$)%!Example 30 Variations to Motif based on ascending 5ths, bars 35-36, 45-46
$)#!Example
$)$!Example
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Example 30 Variations to Motif based on ascending 5ths, bars 35-36, 45-46

According to Euba (Sadoh: 2007, 53) one of the main features of African piano style is
the use of thematic repetition via tonal and rhythmic motifs. Clearly Okoye has
achieved this in the careful crafting of melodic and rhythmic patterns throughout this
piece.

!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!

Harmony
This piece has a more free form structure compared to the Lullaby, with the use of
rhythmic and harmonic motifs used throughout. Most of the motifs discussed in detail in
the previous section undergo treatment involving variance, whether it be augmentation,
diminution or retrograde of the original rhythmic/melodic material. The key signature
suggests Gb Major. By referencing the complete score385 there is a commonality
throughout, where there are the notes Gb and Db held for a longer value, which may
suggest the end of an idea or section. As the harmonic material for Bars 1-8 consists of
many open 4th voicings I have taken the liberty of filling in the assumed notes as **
which would then imply the following harmonic sequence386 for section 1, bars 1 - 6:
Db** Bbm** / Abm Gb** / Abm Gb** / Abm Gb** / Abm
/
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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49 Complete score of Dancing Barefoot in the Rain by Nkeiru Okoye!
31 Section 1, bars 1-6
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/ Gb**

This section ends with a crotchet followed by a dotted crotchet a fourth apart on Gb and
Db.

Example 31 Section 1, bars 1-6

Bars 7-12387 follow a similar harmonic progression:
Db** Bbm** / Abm Gb** / Abm Gb** / Abm Gb** / Abm

/ Gb**

/

Example 32 Section 2, bars 7-12
This section ends with a crotchet tied to a dotted crotchet a fourth apart on Gb and Db.
Section3 Bars 13-17388 is a short interlude without a long note at the end. The
underpinning harmonic progression is based on the repetition of just two chords:

Abm** Gb** / Abm** Gb** / Abm** Gb / Abm** Gb** / Abm** Gb**

Example 33 Section 3, bars 13-17
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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Example 32 Section 2, bars 7-12
Example 33 Section 3, bars 13-17
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Section 4 Bars 18-25389 contains two ideas. The first, 5 bars in length ends with a dotted
crotchet a fourth apart on Gb and Db at bar 22, the second, 3 bars in length, a reprise
ending with the same pitched notes held for a minim at Bar 25. This section is slightly
harder to apply traditional harmonic chords to as there are two melodic ideas at play
against each other, making it more polyphonic in texture. This 8 bar progression could
be interpreted as:
Abm7 Gb9 / Abm Gb / Abm Gb/Bb / Abm11 Gb /
Gb6/9 Cbm/Eb Gb / Abm Gb / Gb

/

Example 34 Section 4, bars 18-25

Section 5 Bars 26-32390 features another common compositional characteristic in
African music, which is Call and Response. This occurs between the new melodic motif
and the main motif from Bars 26-31. There are two ideas again. The first, 7 bars in
length ending with the same perfect fourth interval of Gb and Db for a dotted minim.
The second, 3 bars in length, concludes with the same interval of a fourth held for a
minim value. The implied harmony for these 10 bars could be interpreted as:
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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Example 34 Section 4, bars 18-25
Example 35 Section 5, bars 26-35
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Abm11 Gb/Db / Abm Gb / Gb6(no 3rd) / Abm Gb/Db /
Gb6(no 3rd)

/ Abm Db9 / Gb6

Abm

/ Gb9

/ Abm

/

/

Example 35 Section 5, bars 26-35
The final section, bars 36 to 47,391 ends with a one bar Coda as a new melodic motif is
played slowly as the final thought left in one’s mind. Preceding this, bars 45 to 46 is the
reoccurring fourth of Gb and Db an octave higher in pitch held for three beats. The
implied harmony for these 12 bars is as follows:
Bbm / Abm Gb / Abm Abm11(no 3rd) / Abm Ebm7 /

Ebm7

/ Db

Abm

/ Abm Gb/Bb / Db Bbm / Abm

Gb6/9

/ Gb6

/
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36 Final Section, bars 36-47
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/ Gb Abm11(no 3rd) /

Example 36 Final Section, bars 36-47

The quartal and quintal harmonies are reminiscent of the pianistic writing of
impressionist, Claude Debussy, in particular La Cathedrale Engloutie from his book of
Preludes (Swarsenski 1975).

Sound
This piece was composed for solo piano. The title suggests dancing barefoot which
confirmed by the choice of metronome marking, one crotchet beat = 120 and the
directions Lively, light and dancelike. The dynamic range is extensive from pp to ff
markings on the score. Okoye has carefully notated all accents, staccato and tenuto
markings to aid a performance that is precise in interpretation and somewhat percussive
in attack. The ending is quite interesting with the marking of faster and ff which gives
the sense of climax as the dance is about to end possibly as the rain is ceasing. This is
followed by the term rubato where the final melody is played slowly, like an
afterthought of the fun she’d just experienced dancing barefoot in the rain with her

!
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friends. The piece reminds me a lot of Debussy’s impressionistic piano works with the
use of quartal and quintal harmonies and the evocative titles.
!

SOUFIANE

Analysis
Soufiane392 was written in 1950 by Egyptian composer, Halim El-Dabh. This piece
comes from a series of four books of solo piano compositions entitled Mekta’ in the art
of Kita. The books are graded with this piece appearing in the second book. Seachrist
(2003: 44) explains that the title El-Dahb chose Mekta’ in the art of Kita represents the
notion that “the segment is the whole and the whole is the segment”. She further
explains his concept that the audience is the whole, Kita and the performer the segment,
Mekta. He wrote this piece in dedication to former composer and pianist, Edward
MacDowell. The title Soufiane is a French name, and also the title of a popular
traditional West African drum rhythm; however, the original West African rhythm is
not evident in this piece.

Rhythm
This piece has the time signature of Common time, even though the left hand is
demonstrating a minim pulse which would suggest Cut Common time. There are two
distinct rhythmic ostinati within the left hand accompaniment figure. Example 37
displays the minim motif from Bars 1 to 7 and then briefly again in Bars 22 to 23.
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50 Complete score of Soufiane by Halim El-Dabh
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Example 37 Minim rhythmic motif bars 1-7, 22-23

The other left hand rhythmic ostinato appears in partial entries,393 bars 17 to 18 and
again in bars 19 to 21, demonstrating a diminishing or halving in rhythmic value to
become a crotchet beat motif.

Example 38 Crotchet rhythmic motif, bars 17-18 19-21

From bars 8 to 16, 18 to 19, 21 to 22 and 24394 the rhythm is more flexible and doesn’t
seem to follow a strict pattern, thus creating a syncopated feel within the
accompaniment figure.

Example 39 Rhythmic flexibility, bars 8-16, 18-19, 21-22 and 24
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38 Crotchet rhythmic motif, bars 17-18 19-21 !
39 Rhythmic flexibility, bars 8-16, 18-19, 21-22 and 24
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When analysing the rhythmic features of the melodic line I propose to use the same
pictorial examples to discuss the melodic aspects as well. This will be discussed in the
next section.

Melody and more Rhythm
This piece contains five different melodic ideas and is built on two different tetrachords
known as jins.395 When I first looked at analysing the pitch material I was thinking in
Western scale forms and assumed that the El-Dabh had used the D melodic minor scale
because of the use of accidentals Bb, B, C and C#. However, after more research into
Arabic music I discovered the melodic pitch material is constructed using two different
jins. The first jin is known as the Hijaz tetrachord, which comprises of the following
intervals: Semitone, 1 ! Tones, Semitone
This pattern fits the four notes used in the opening melody: A Bb C# D
The second jin is known as the Nahawand tetrachord, which comprises of the following
intervals: Tone, Semitone, Tone
This pattern on D is: D E F G
In combination the two tetrachords together, ajnas, make a Maqam.
Semitone, 1 ! Tones, Semitone

Tone, Semitone, Tone,
D

E

F

G

A

Bb

C#

D

The transposed Nahawand jin would be: A B C D
This fits the four notes used in the later melodic material as well as the tonal cluster
patterns used throughout the left hand accompaniment. Melodic Idea One396 is
presented in bars 2 to 3 as four descending crotchet beats using the Hijaz jin. It is then
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
395

Information about jins, agnas and maqam from Maqam World, 2007, Accessed 10/10/2010,
<http://www.maqamworld.com/index.html>!
$*'!Example 40 Melodic Idea One, bars 2-3 and 3-5
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repeated in bars 3 to 5 except the final note value has been lengthened to a count of four
beats.

Example 40 Melodic Idea One, bars 2-3 and 3-5

In Bars 5 to 6 there is a short phrase using the transposed Nahawand jin with the two
notes D to C natural. These two notes are then added to the restatement of the original
melodic idea seen in bars 2 to 3 to form the first hybrid melody in bars 6 to 8.397

Example 41 Short Phrase and Hybrid of Melodic Idea One, bars 5-6 and 6-8

Melodic Idea Two is presented in bars 9-10, as four notes using the transposed
Nahawand jin, with the final note having a value of three beats. This motif is repeated
again using the same pitch and rhythmic values in Bars 10 to 11.398

Example 42 Melodic Idea Two repeated, bars 9-11
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41 Short Phrase and Hybrid of Melodic Idea One, bars 5-6 and 6-8 !
42 Melodic Idea Two repeated, bars 9-11 !
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This material appears again using the same pitch material, only the rhythm has changed.
The appearance in bar 17 uses four crotchet beats, whilst bar 18 repeats the same
rhythm used previously in bars 6 to 7.399

Example 43 Variation of Melodic Idea Two, bars 17-18

Melodic Idea Three is presented in bars 12 to 13, as a five-note descending figure. This
uses a hybrid of both the Narawand on D as well as the transposed Narawand ajnas.400

Example 44 Melodic Idea Three, bars 12-13

This melodic material appears again slightly altered, with the first pattern G, F, E, D as
crotchets in bars 19 to 20. The complete descending five-note pattern with rhythmic
changes on the notes E and C is featured in bars 20 to 21.401

Example 45 Melodic Idea Three altered, bars 19-20 and 20-21
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%+"!Example 45 Melodic Idea Three altered, bars 19-20 and 20-21 !
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Melodic Idea Four uses a hybrid of Hijaz and the transposed Narawand ajnas. The fournote pattern appears in bars 14 to 15 and is repeated in bars 15 to 16.402

Example 46 Melodic Idea Four repeated, bars 14-15 and 15-16

Melodic Idea Five uses two notes, B and C, from the transposed Narawand jin. The first
two-note phrase is ascending from B to C in bar 22, which is repeated again in bar 23.
For the final two-note phrase in bar 24 the notes appear in retrograde C to B, with the
rhythmic value of the final note being five beats.403

Example 47 Melodic Idea Five motif with retrograde motif, bars 22, 23, 24

Harmony
Structurally the piece is divided into three main sections, marked out by the placement
of the dynamic indications. The left hand always begins with the interval of a minor
second, on the notes B and C.
Using this principle Section 1 would be from bars 1 to 8, Section 2 from bars 9 to 16
and Section 3 from bars 17 to 24. This piece is homophonic in texture as it exhibits a
fairly free structured independent melody with a fixed chordal accompaniment. An
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
%+#!Example
%+$!Example

!

46 Melodic Idea Four repeated, bars 14-15 and 15-16!
47 Melodic Idea Five motif with retrograde motif, bars 22, 23, 24
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analysis in detail was provided in the Melody section as to the specific use of ajnas. The
jins appear both as repeated patterns and in variation throughout the piece. Dissonance
is achieved by using Hijaz jin against the transposed Narawand jin. eg. The left hand B
and C, against the C# in the right hand melody.

Sound
The tempo marking for this piece is a M.M. minim beat = 54 which is very slow and
reflective. There is a limited dynamic range indicated from pp to mp for the left hand
accompaniment and p to mf for the right hand melody. The balance between the
pianist’s hands is very close with the melody indicated just one gradation louder in
volume than the left hand’s accompaniment throughout the piece. A strong legato
technique would be required to play this piece as indicated by the phrasing and
elongation of note values throughout. This piece imitates traditional Arabic instruments
and their role within simple songs. The Maghribi Rabab or the Moorish Rebab,404
would have played the accompaniment drone like part. With one string playing C and
D, the other A and B. The melodic line would be played by the Qanan, similar to the
European zither.
Farraj believes that we are losing touch with the intended traditional intonation
due to the introduction of even-tempered instruments.405 This may be the case for some
of the choices of ajnas requiring microtonal tunings, however El-Dabh chose two jins
well suited to the piano’s tempering.
In conclusion, whilst two of these composers, Roux and Okoye, have used
Anhemitonic pentatonic forms, and all three composers have used repeated melodic and
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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A bowed fretless two-string fiddle from North Africa
Farraj is responsible for the material on this page at Maqam world.
http://www.maqamworld.com/maqamat.html Accessed 10/10/2010
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rhythmic patterns, which are common to African music, their compositions show a style
developed from the European classical tradition. They show no overt influence or literal
examples from African traditional rhythms.
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Score below removed for copyright reasons

!
!
Example 48 Complete score of Lullaby by Isak Roux
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Score below removed for copyright reasons
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Example 50 Complete score of Soufiane by Halim El-Dabh!!!!!!!!!!
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